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 Chapter 1: 	Radio and the Orality and Literacy Debate





This thesis sets out to investigate the uses of oral history or forms of vernacular culture in radio broadcasting in Britain and in Newfoundland (Canada). This is by no means an exhaustive survey of the convergence of oral history and radio broadcasting, as this would be an extremely difficult task to pursue, even if it were to be confined only to the broadcast output of the British Broadcasting Corporation (BBC). BBC producers have long collected forms of oral history for utilization in programming, although the BBC has not (until relatively recently) used the term ‘oral history’ to describe such activities (the BBC has instead made use of the term ‘actuality’, see below). Therefore, identifying or sourcing radio programming which features forms of oral history is a difficult enough task, let alone determining whether or not they exist in the form of recordings, gaining access to them and charting their relative importance (see Chapter 2.0). Given the wealth of archived broadcast output, such a survey could not hope to be definitive, and it would therefore be prone to a stipulative or categorical approach to the inclusion of certain programmes above others. A survey approach would not afford much scope for reflection on whether a given programme or programme format constitutes oral history (see the discussion of StoryCorps, Chapter 4.6), or has made use of any elements of oral history methodology. Finally, to undertake such a survey would involve so much archival research that there would be little room to accommodate theoretical perspectives in order to cast light on the cultural and artistic significance of the convergence between oral history and radio production.     

In beginning to conceptualize this convergence I was interested in both the concept of convergence itself and the number of levels or domains on or in which this convergence might be said to operate. This had a great influence on the theoretical concerns of the thesis. For example, it occurred to me that an exploration of the topic might consider:

1.	The convergence between oral history and radio production as fields of cultural production or aural preservation.
2.	The convergence between oral history and radio production in terms of the development and convergence of technologies (of ‘capture’ and ‘transmission’, analogue and digital).
3.	The convergence between oral history and radio production as an example or index of the convergence between interpersonal interaction (the interview encounter) and mediated communication (the communications medium of radio).
4.	The convergence between oral history and radio as an example or index of the convergence between orality (the capture of oral testimony in sound) and literacy (radio as a broadcast medium that has historically relied on scripting, and which ‘publishes’ audio through dissemination).

We will explore some commonalities and differences between the work of an oral historian and that of a radio producer, and the synergies which can result from collaboration between radio practitioners and local history groups, museums, libraries or archives (both of which fall under point 1) in Chapters 4 and 5 respectively. The second and third points represent recurring themes that we will return to at various points throughout the thesis. This first chapter will begin to investigate and elaborate the third and fourth points of discussion - the convergence of (or dialectic between) orality and literacy or interpersonal interaction and mediated communication in radio broadcasting – to create a theoretical perspective that will inform the rest of the thesis. The broad theoretical concern of the thesis is to consider the (secondary) orality (Ong 1988) of radio broadcasting, and the role that (the promotion of) vernacular oral culture can play in the democratization of society. The inclusion of ‘lay voices’ and ‘audience input’ in radio broadcasting will therefore be charted as a measure of the democratization of radio. The thesis will work towards a social and cultural understanding of radio’s oral/aural basis or bias, which will prove useful in considering radio’s role in disseminating oral history, promoting dialogue, and building and binding communities. 

There is a scarcity of material on the conjunction of oral history and radio broadcasting, and what little extended analysis there is can predominantly be found in articles or book chapters (albeit very useful ones) by North American radio producers who have also undertaken oral history work (Orchard 1974; Dunaway 1984; Spitzer 1992; Hardy III 2001; Hardy III and Dean 2006), or in the memoirs of ex-BBC staff (Bridson 1971; Shapley 1996). Some social scientists interested in cultural preservation have considered how local media link indigenous communities with their (oral) traditions (Rada 1978; Spitulnik 2000; 2002), although discussion of ‘community memory’ (Klaebe and Foth 2006) has tended to be supplanted by the rigour of particular methodologies employed in anthropology, or in studies of radio’s role in development. There are also several penetrating studies of the politics and intellectual philosophies that have underpinned the BBC’s mission to enlighten and educate, which help us to understand its historical reluctance to ‘open up’ the microphone to non-professionals (LeMahieu 1988; Avery 2006). Some of the most incisive approaches to the study of ‘vernacular culture’ in radio programming, however, can be found in texts that explore British culture, heritage and language in a broader context, making use of archival material to consider radio’s role in consolidating regional or national identity (Samuel 1994; McIntosh 1999; Mugglestone 2003; Rose 2003). 

Academic approaches to what we might term aural history (oral history as broadcast) are made challenging by the fact that the scholar is, in a sense, negotiating the borderlines between “multiple marginalities” (Cotter 1999: 384); the peripheries of mainstream academic concerns. For example, the discipline of oral history - which is itself a field of research profoundly concerned with (social) marginality - is often neglected in academia, due to the pre-eminence of quantitative studies, or evidence about the fallibility of memory over time.​[1]​ The incorporation of actuality, oral history or folklore into radio features or other kinds of programming, and the impact of this phenomenon, is often overlooked in British radio studies or accounts of British broadcasting history (for an exception see Rodger 1982, and the recent work on Charles Parker and the Radio Ballads cited in the following chapter), and radio is often overlooked in studies of media (Lewis 2000; Lacey 2008). Media is, in turn, not generally considered with depth and accessibility in most studies of folklore (for an exception see Narváez’ essays on Newfoundland radio within Laba and Narváez 1986), or sociolinguistics (for an exception see Fairclough 1995), and so on. However, the advantage of this situation is that the scholar is induced to attempt a multidisciplinary approach; thus my theoretical approach has drawn upon elements of sociolinguistics, folkloristics, communications theory and cultural studies.

I will begin my conceptual and historical exploration of the use of oral history in radio broadcasting by focussing on the subject of orality and literacy in radio production, establishing the divergence between the BBC’s (initial) use of scripting and the (later) use of actuality (a term used to refer to recorded speech collected from ‘informants’). In doing so I will explore similar issues to those often debated by oral historians about the relative qualities of the sound recording and the transcript, their preservation, and their relative fidelity to the original interview encounter. The ultimate purpose of the BBC’s scripting, however, was not to make oral sources more accessible, as with the transcription of oral history interviews. At best scripting was used to make oral sources more permissible or ‘presentable’ to listeners accustomed to the precise enunciation of BBC announcers. At worst, as a means of achieving a high degree of control over output and language use, scripting actually precluded the vast majority of its audience from participation in broadcasting altogether. The advent of the portable tape recorder helped to break the yoke of compulsory scripting, allowing a greater degree of audience participation in programme content. However, as I will demonstrate in Chapter 4, both the use of scripting and the use of actuality can be seen as a means of achieving artistic or editorial control, through the processing and assemblage of the ‘raw material’ of recorded speech. Whereas the use of scripting segregates the contexts of the original dialogic encounter and the final radio transmission, actuality represents a form of integration and continuity between the two; this can be more broadly conceptualised as segregation or integration between interpersonal interaction and mediated communication.

The vital and complex contributions of the Canadian scholar Harold Innis (1894-1952) to communications theory (pertaining to the time- and space-bias of communications media) will be introduced in this chapter, which will bring us to one of the key concerns of the thesis – the way(s) in which the incorporation of actuality in radio broadcasting may accentuate or extend the oral/aural bias of the medium and therefore its attention to local culture and space-time, according to the logic of Innis’ theories. What this means in practice will become clearer through various case studies contained within this thesis, but for now we can begin to explain that this may play a role in countering what Innis referred to as the space-bias of radio broadcasting.​[2]​ 

In order to immediately utilise Innis’ theory of time- and space-bias, and to develop the discussion of orality and literacy in radio production, we will examine the nature of the BBC’s early use of language, in terms of the ‘professionalization of speaking’. This professionalization can be identified as symptomatic of what Innis conceptualised as a bias toward space, especially as the BBC’s centralised control allowed it to achieve a high degree of hegemony in controlling the language ‘domain’ of British broadcasting, and increased the experiential degree of polarity between margin (each BBC region) and metropolis (Broadcasting House in London).​[3]​ However, in this chapter I will also explore the notion of broadcasting ‘as social contact’ (Madge 1953), and how the incorporation of interpersonal interaction in its programming has often enabled the BBC to overcome this space-bias, reflecting through its programming its audience as (in Raymond Williams’ phrase) a ‘knowable community’ (Williams 1973).


1.1	The Spoken and the Written

In an essay entitled ‘Broadcasting, Speech and Writing’ (1946), the BBC producer Christopher Salmon​[4]​ began a discussion of orality and literacy by quoting passages from two different sources, of equal length; one from a radio broadcast and one from a book (see Appendix A). Salmon’s reason for comparing these two passages was to support his argument that the English language (and every other living language) as practised in society consists in reality of two languages conjoined, the written and the spoken. Written or printed language provides a visual ‘horizon’ for the reader to scan at his or her own leisure, allowing both author and reader greater scope to juxtapose and synthesise ideas. Writing and printing promote precision, concision and consistency. In contrast, oral speech is immediate, copious and transitory. In the absence of the ‘storage capacity’ of writing or print, the speaker must rely on rhetoric and redundancy (repetition) to reinforce an argument or tell a story. However, in the face-to-face context of oral communication, there is a directness of relationship between symbol and referent (Goody and Watt 1962-3/1972: 313). 
Aristotle identified three main forms of persuasive proof at work in the art of rhetoric: logos, or the use of evidence in rational argument; ethos, the use of the personal charisma or social role of the speaker to claim credibility or authority; and pathos, or the use of emotion, such as hatred, to move people (Sreberny-Mohammadi 2005: 27, 31). It is arguable that the rhetoric of writing and print involve a disproportionate use of logos, and create a decontextualized form of communication, in which ethos and pathos are no longer as vital to the interpretation of the text. Salmon believed that in this manner language was “like a plant with two sexes” or like “two separate kingdoms”, and maintained that language is best cultivated by the practice and development of each mode in its own right:

Those who write the language will find it quicker and more flexible through the efforts of those who speak it, and those who speak it will find their resources more subtle and far-reaching for the efforts of the writers. But if ever the writers of a language take too readily to the mode of speech, or those who speak it consent too widely to the idioms of the eye, the body of the language will sicken, lacking the fertility to maintain for long even the mode which the speakers or the writers are erecting to take possession of it… (Salmon 1946: 208).

Salmon goes on to discuss the origins of the alphabet, and observe that “in every language the tendency was naturally enough for the official patronage and the advantages of authority to be laid more and more upon the visible mode” (Salmon 1946: 211) of the written. For example, in China, the ability to write has historically been confined to literate elites of religious, administrative and commercial experts possessing skill and etiquette acquired only through many years of special training. The majority population who lacked the skill revolted with a vernacular language that they used for personal intercourse, without recourse to the mediation of experts.​[5]​ 
The use of classical administrative and liturgical languages has typically been restricted to a privileged minority who commanded the necessary social status or financial resources, and who maintained a centralized governing bureaucracy on these lines. As a result, elites have tended to maintain control of their linguistic skills in “somewhat the same way that craft guilds strive for exclusive control of their craft skills” (Gumperz 1972: 222). A wide gap has often existed between literate and oral cultures, a gap that the literate have been interested in maintaining as a vital measure to uphold the existing social order. What can be identified here is the sustained use of a technology or medium by elites to maintain or to shore up what Harold Innis referred to as ‘monopolies of knowledge’:

Innis argued that different media have different potentialities for control. A medium that is in short supply or that requires a very special encoding or decoding skill is more likely to be exploited by an elite class that has the time and the resources to gain access to it. Conversely a medium that is very accessible to the common person tends to democratize a culture (Meyrowitz 1986: 16). 
 
Innis also believed that every communications medium has a capacity for either travelling over considerable distances (portability) or lasting for a considerable duration (durability), and therefore some media are space-biased or space-binding whilst others are time-biased or time-binding (Innis 1951/2003; see also Meyrowitz 1986; Comor 1994; Blondheim 2003). Innis argued that the bias of a culture’s dominant medium affects the degree of the culture’s stability and conservatism as well as its ability to govern large amounts of territory. Innis’ historical studies of communication attempted to demonstrate that the use of heavy, durable or complex time-biased media such as stone hieroglyphics or complex writing systems tended to lead to the evolution of decentralized and sometimes hierarchical societies dominated by the ‘elders’ or priests who could master these forms. This was because they were difficult to create, interpret, revise, reproduce or transport. 
However, a new medium or technology (for example, the introduction of printing), or an alternative use of an existing technology, could increase the availability of knowledge by breaking the monopoly on its production, thereby eroding the basis of such hierarchies. According to Innis, the sustained or disproportionate use of light and portable space-biased media tended to lead to the evolution of bureaucracies or empires – for example, through the sending of messages on papyrus the Romans were able to maintain a large empire with a centralized government that efficiently delegated authority to distant provinces. Yet this was ultimately unsustainable because of the difficulties in controlling and restricting marginal opposition and subversion of this system of administration. 

According to Innis, whereas the use of space-biased media encouraged the valuing of empire and present-mindedness, the use of time-biased media encouraged the valuing of custom, continuity, tradition, community and religion. Over-reliance on either space-bias or time-bias shored up monopolies of knowledge and created hierarchies and ‘cultural disequilibrium’. Innis believed that political and social authority have always been altered by the development of different forms of communications. Put simply, oral and literate traditions of communication shape the character of the civilization, particularly the orientation to spatial dominance or temporal sustainability (Noble 2000). 
For example, Innis believed that modern education had become too bound up with the written tradition, introducing monopolistic and dogmatic elements in culture, which devalue and inhibit contact with the oral tradition and the vernacular. We can observe that, during Innis’ lifetime, there was a decrease in the oral pedagogy that had characterised North American university education during the latter part of the 19th Century. Students during that period had been expected to acquire ‘oral prowess’ by means of “lectures and recitations, formal original speeches, declamations, disputations, dramatic dialogues, and essays and poems read aloud in four languages – English, Hebrew, Greek and Latin” (Kirshenblatt-Gimblett 1998: 287). This type of pedagogy fed a demand for good speakers for the pulpit, courtroom, legislative hall, and town or business meeting (ibid, p.287). 
This cultivation of respect for the spoken word is difficult to imagine today, so fully has literacy taken precedence over oratory. Just as Salmon called for equilibrium between the practice of the written and the spoken, Innis believed that equilibrium between orality and literacy was essential in creating the conditions for democracy and liberty. For Innis the ultimate example was Greek civilization, which he claimed had adapted the Phoenician alphabet to the requirements of an already well-established oral tradition. The result was a balanced cultural tradition of remarkable creativity, a responsive legal system, and the avoidance of monopolies of knowledge based on written sacred scripts (Noble 2000). 

Innis believed that print culture had a tendency to promote introspection, passivity and dogmatism, and that it maintained the bonds of a closed totality around argument, inhibiting rational agreement and democratic consensus. As Walter Ong would later argue, print culture “downgraded the network of personal loyalties which oral culture favor as matrices of communication and as principles of social unity” (quoted in Rose 2001: 25). Innis was convinced that Western democracies were in danger of losing touch with the legacy of the oral tradition with the invention of printing and the rapid expansion of mass media such as the telegraph, newspaper, radio and television. Innis asserted that the resulting ‘quantitative pressure of knowledge’ was eroding the oral dialectic, and he unconditionally rejected the commercialisation of communications media, which loaded media content with messages supportive of organisations that purchased (and thereby commodified) time itself (Lull 1986: 598). 

The premise that the exponential increase in knowledge afforded by print and electronic media fosters democracy still tends to be accepted unequivocally in the present era. Democracy as we know it has from its origins been associated with widespread literacy, and developments in digital culture are often interpreted as forms of electronic democracy. However, it is often forgotten that the “mere size of the literate repertoire means that the proportion of the whole which any one individual knows must be infinitesimal in comparison with what obtains in oral culture” (Goody and Watt 1962-3/1972: 340). In literate society, memory is ‘externalised’ in the form of writing and print, and it therefore lacks the ‘structural amnesia’ or natural atrophy of memory that characterises oral society. Literate monopolies of knowledge therefore prevent the individual from participating fully in the total cultural tradition to anything like the extent possible in oral cultures (ibid, p. 340).​[6]​ 

 Admitting that his own bias was with the oral tradition, Innis made a plea for the revival of orality in his later work (see 'A Plea for Time', Innis 1951/2003), and classified oral speech itself as a time-biased medium. This may at first appear strange, given the physical evanescence of the human voice. There are, however, a number of reasons why this is consistent with Innis’ theory. Firstly, as we have already noted, speech is emergent, additive and temporal rather than being spread across a continuous visual and physical field like writing and print. 





A fundamental question arises here about the status of the medium of radio, as regards whether (as an oral/aural medium) it can also be characterised by time-bias, and whether the language of a radio station is developed through intimate association with the experience of the community of listeners it ‘represents’. In regard to its technical nature, radio broadcasting represents perhaps the archetypal space-binding medium - short wave radio signals, for example, traverse thousands or tens of thousands of kilometres at the speed of light (approximately 300 million metres per second). Yet radio is an aural medium whose ‘primary code’ (Crisell 1994) is the human voice​[8]​ - an index of human presence - and in transmitting a flow of sound radio exists primarily in time. 
Unfortunately the positive aspects of radio’s status as an aural medium have often been obscured by radio’s designation as a ‘blind’ medium, lacking the visual sense.​[9]​ For example, the phone-in genre has proved more successful on radio than in television, because the interaction is enhanced by a feeling of intimacy and the absence of the “visual pictorial and visual verbal modalities” (Avery and McCain 1986: 129).​[10]​ The ‘demotion’ of radio through the proliferation of visual media has been compounded by the scholarly fixation on the text, and “the paucity of interdisciplinary vocabulary to address the aural” (Bendix 2000: 37):

The main aspects of nuance and intonation, implied reference, or allusion through affectation of pronunciation or accent, or unexpected intrusions of ambient sound [within sound recordings], all embody a complexity of meaning, which, as skilled listeners, we all understand without necessarily being aware of how we do so. There is little or no vocabulary available with which to discuss the very qualities of sound which make it so effective a medium (Silver 1988: 173-174).   
 
Innis’ theories may prove useful in developing a theoretical framework and vocabulary to discuss aural culture. As we have begun to understand, Innis developed his sound-based theory of knowledge on the model of ancient Western oral tradition. Orally transmitted cultural wisdom fostered emotional involvement and memorization, so that listeners were encouraged to become reciters in their own right (Stamps 2001: 83). Here we might apply Goffman’s hypothesis that “what is basic to natural talk might not be a conversational unit at all, but an interactional one” (quoted in Kacandes 2001: 5). Innis believed, however, that the passive orality of radio broadcasting did little to encourage such interaction, addressing as it does “the world, not the individual” (Innis, quoted in Stamps 2001: 83).​[11]​ In place of storytelling and memorization, radio offered advertising (or announcers) and scripting (or transcription). Radio broadcasting increased the social and spatial distances between speakers and listeners, bolstering a hierarchy of communicative entitlement, and the territorializing capacities of the medium. The absence of a feedback mechanism, according to Innis, creates an irresponsible and unaccountable media structure:

Technological advance in communication implies a narrowing of the range from which material is distributed and a widening of the range of reception, so that large numbers receive, but are unable to make any direct response. Those on the receiving end of material from a mechanized central system are precluded from participation in healthy, vigorous, and vital discussion (Innis 2004: 89).

Radio was the principal electronic medium of Innis’ time (he died in 1952, the year that Canadian television broadcasting was inaugurated), and he had initially thought that the medium might provide the necessary challenge to the monopoly of the printed word (Siegel 2007: 123) through the technological ‘extension’ of orality. As the anthropologists Goody and Watt surmised, 

[Radio, cinema and television] derive much of their effectiveness as agencies of social orientation from the fact that their media do not have the abstract and solitary quality of reading and writing, but on the contrary share something of the nature and impact of the direct personal interaction which obtains in oral cultures (Goody and Watt 1962-3/1972: 347).

The crucial issue here, however, is whether radio, as an agent of social orientation, can ever approximate (to) the mutuality and conviviality of oral culture. During the early years of radio, the medium had appeared to offer the prospect of widespread reciprocity, and there was optimism during the 1920s that radio would develop as a support structure for national and international dialogue, co-operation and peace. However, Innis witnessed this prospect evaporate with the use of radio to manipulate mass opinion during the 1930s (for example, the propaganda of ‘the radio priest’ Father Coughlin) and throughout the Second World War, and the general deployment of the medium as an agent of spatial and corporate expansion, in the context of Western capitalism. Thus the territorial expansion of post-industrial sounds was contiguous with the imperialistic ambitions of the Western nations, symbolized by the ‘distributive’ use of the loudspeaker to dominate others with one’s own sound (Schafer 1977/1986).  As Blondheim has observed,

[Innis’] pessimistic analysis of paralyzing imbalance was fully understandable when considering the shape of the media environment of his times. Throughout his lifetime media developed in a single direction – spaceward. Following the script/print model, the new media of his times made it possible to engage ever more people, less intimately, and with greater authority. The telephone had been the last technological improvement applied to oral, dyadic, two-way communications, and it had arrived three generations before Innis was writing about communication. Thereafter, the progress of media was the progress of scale, scope, and synchronicity, with fewer doing the talk, ever more listening, and no one questioning, answering or talking back (Blondheim 2004).

Because it invited no response articulation, radio could be considered an aural medium, but not an oral one. One-way broadcasting rendered the listener ‘mute’, compounding the lack of emphasis on speech skills, voice quality and rhetoric in public life (Truax 2001: 170). Whereas orality has always been defined by how it is produced rather than by how it is received (hence we speak of oral tradition and not aural tradition), mainstream radio broadcasting, by contrast, has always been organized on the technical principle of universality of reception (Reith was careful to note that even the ‘lowliest cottage in the land’ was capable of receiving BBC broadcasts), with no stipulation about audience participation or the listener’s ‘right to broadcast’:​[12]​  

The talk that prevailed in early broadcasting in the UK was monologue rather than dialogue, in which selected speakers spoke at length from the studio to absent listeners on predetermined scripted topics (Scannell 1991: 1).

This ‘monologue’ model is clearly outmoded, yet we cannot say that broadcasting has changed so much in the interim that we cannot recognize it. Much radio broadcasting is still unidirectional and scripted - often to carefully calculate the impression of spontaneity - and interaction with listeners, although boosted by new technological developments, is heavily prescribed by both the institutional structures of mainstream broadcasting and by unspoken rules of conduct.​[13]​ 
Nevertheless, a different model is needed to approximate the expressive culture of modern broadcasting. Berland has cleverly utilised Innis’ theoretical framework of space- and time-biased media in a consideration of the way in which modern radio creates co-presence through the textual interaction of music and speech, creating “a special type of narrative”, “one which simultaneously addresses and represents the specific targeted community” (Berland 1990). Thus the DJ or presenter acts as a kind of narrator, and songs, news and weather reports, phone-ins and so on can be analyzed as structural functions (or polyphonic elements) within the narrative, which is constructed through their specific combination. We associate particular types of DJ with particular types of narrative,

But, as with any other narration, the narrator is not necessarily the author. Traditional folk tales (aural communications that spring from and bind communities together, and have no authors) are attributed to the structural combination of narrative elements condensed across time; this notion seems obviously relevant to radio, also an aural and time-based medium. In connection with the particular temporality of (post-) modern radio, though, it is also important to think about radio narrative as a condensation of relationships in or across space. Space is collapsed because access to it is expanded; time is speeded up and broken into contemporaneous moments within the still tangible discipline of the working week. The construction of radio audiences is not simply an abstract (though quantifiable) assemblage of listeners with similar tastes, but also a ritualised transformation of people’s relationships to (and in) space and time (Berland 1990: 188).

This analysis will prove very pertinent to this thesis, in particular my discussion of montage editing techniques in Chapter 4, in which actuality extracts (whether on acetate disc, magnetic tape or in digital form) are edited together to provide a ‘structural combination of narrative elements’, juxtaposing the thoughts and reminiscences of a variety of speakers. For now we might add a qualification here by distinguishing between ‘speech’ and ‘talk’, or ‘constructed’ and ‘streamed’ radio. Most of the radio programming discussed in this thesis falls under the category of what is sometimes termed ‘built programming’ such as the ‘crafted’ feature or documentary, the authored piece or the sound portrait. However, the thesis is also concerned with the way in which the evolution of language use on radio in Britain and Newfoundland during the first decades of broadcasting can be characterised by the singularity of the ‘created word’ yielding to a more social and spontaneous use of language. 
The type of radio programming discussed above by Berland can be categorised by the fact that it is presenter-led, and segmented into discrete items, including music, adverts, the presenter’s talk, the studio interview, the phone-in, ‘capsule’ news, weather reports, and so on (Crisell 1994: 72). As Crisell has noted, these segments are “much more apparent, more discrete and detachable” than those elements which form a ‘built’ programme such as a play or documentary (Crisell, ibid, p. 72). This ‘segmented’ radio format represents a “virtual matrix”, in miniature form, of the traditional programme genres which it has typically supplanted: “the snatch of dialogue in an advert is a tiny play or sitcom; the location report in a news bulletin is a brief commentary or outside broadcast; the on-air telephone caller answering a competition question is one of a series of challengers in an intermittent quiz show” (Crisell, ibid, pp. 66-67). 
This manifold or hybrid format exhibits features redolent of both informal everyday conversation and more ‘institutional’ forms of verbal interaction (for a discussion of the ‘hybrid’ nature of radio programming, see Chapter 5.6). For example, the studio-based interview may be categorised as an institutional domain, and likened with that of the courtroom or classroom (Hutchby 1991). Conversely, the informal aspects may be predicated on the principle of interactivity in phone-ins, as we will see in my discussion of the Newfoundland CBC programme The Fisheries Broadcast in Chapter 3.3.

To understand how far radio broadcasting has come from the space-biased ‘monologue model’ as described by Scannell above, we must consider instances in which the normative ‘passive’ orality of radio has been (and can be) galvanized and activated through the participation of radio listeners, even if this participation has only occurred in the ‘proxy’ form of messages or dialogue conveyed through a variety of media, such as letters, telegraph messages, telephone calls, magnetic tape recordings (and now e-mails, text messages and so on). Participation is the major overarching theme of my thesis, and the movement between the discussion of radio content and the medium itself will raise a vital research question, which I will address in the conclusion of the thesis, at the end of Chapter 5. Namely, is the democratization of radio possible through the incorporation of participation and/or of ‘citizen messages’ within radio production or programming, or is it only possible through changing the medium itself through citizen participation in democratic structures of production, management and ownership?​[14]​ 
  
	To begin to explore this question we can consider programme formats that have, to paraphrase Bertolt Brecht (1932/1964), ‘organized’ listeners in an interactive relationship with broadcasters. This will be the major theme of Chapter 3, in which a case study of Newfoundland broadcasting will bring to light examples of programmes which - often through imaginative uses of technology - have incorporated elements of (parasocial) interaction and participation characteristic of small group communication, thereby demonstrating the continuum between vernacular culture (or folklore) and popular culture (see Chapter 3.0).​[15]​ 

Secondly we must consider the important role of recording technology; the use of the portable tape-recorder, in particular, can be said to have bridged (the worlds of) oral history and aural history (the presentation of oral history in broadcast sound) in radio production. The idea of a ‘roving producer’ gathering oral testimony and reminiscence was finally made feasible by the arrival of the tape recorder in the early to middle 1950s. In 1952, the year of Innis’ premature death, the first radio stations placed orders for the Nagra I, the first truly portable tape recorder. Based on the same technology that ‘negated’ space, the tape recorder permitted the temporal extension of oral communication.​[16]​ The incorporation of actuality in radio production extended radio’s ‘social surveillance’, enabling the ‘laity’ (the lay public) to participate in broadcasting through the articulation of their own thoughts in their own milieu. Thus it also contributed to a greater symmetry between the contexts of production and reception of broadcasting – the places in which radio was ‘made’ and in which it was heard.​[17]​ The ability to record people in their homes meant that the natural, relaxed settings enhanced the captivating quality of the storytelling, creating the mood for in-depth absorption. This facilitated the creation (or simulation) of co-presence through radio broadcasting.
 
Recording technology has also played a role in countering the structural space-bias of radio broadcasting in the sense that it challenged the monopoly of the new professional class of expert or broadcaster who sought to provide official versions of human thought; to “pronounce on the meaning present in the heads and lives of anonymous peoples” (Carey 1988: 168). However, the facility to edit magnetic tape made possible the manipulation of sound to an unprecedented degree, and therefore tape editing could often represent the refinement, rather than the relinquishing, of the editorial control previously provided by scripting (we will discuss this further in Chapter 4). 
Whilst the use of the tape recorder did not transform radio into a two-way medium of communication, it did offer a means of alleviating passivity whereby so-called ‘ordinary people’ could participate in broadcasting. To this end, the use of actuality (speech recorded ‘on location’) represented a step towards the establishment of some right of access to a microphone (a ‘right to broadcast’) for the licence-fee paying public. The use of mobile recording technology also extended the time-binding properties of radio broadcasting, as audio documents could be recorded and preserved for posterity. To use the voice of a particular speaker was no longer determinate on them being able to visit a recording studio; indeed it was no longer determinate on them being alive. In its use of recording technology and its pioneering sound archive, the BBC can lay claim to having acted as a midwife to the oral history movement (Samuel 1994: 235) as well as having created a national broadcast archive of huge importance. This was similar in some ways to the CBC in Canada, whose impact on the oral history movement and archival policy has been hugely important (see Chapter 5.2 and Appendix C).

Finally, community media have afforded opportunities for listeners to become broadcasters, programmers and even managers. In this way community media organizations attempt to foreground the principle of participation and erode distinctions between producers and consumers. This will be the major theme of Chapter 5, in which I will explore some of the synergies between oral history, community radio, heritage and education work, and community development, applying principles drawn from the Marxist critique of unidirectional (one-way) media (Benjamin 1931/1999; Brecht 1932/1964; Enzensberger 1970/1976) and the Freirean (Freire 1996) model of Participatory Action Research.​[18]​ Examples of oral history projects undertaken by UK community radio stations will be cited, and a case made for the importance of activity to catalyse convergence between oral history and community radio, promote social cohesion, and preserve community radio output in archival form.


1.3	The Space-Bias of Radio

Harold Innis’ assertion that the sustained use of space-binding media may facilitate the growth of empires (in the form of monopolies of knowledge) is reflected in an early essay on broadcasting entitled ‘The Social Destiny of Radio’. Written in 1924, it predicted that the development of radio broadcasting in the UK and the US will create linguistic as well as imperialistic unification, making English the universal language, and binding together the British Empire. The author chides those who foresaw the demise of the British Empire in the following terms: 

[T]hey forget that time and not distance is the controlling factor in communication, that this is the age of electricity and not of the frigate and the horse…Communication means organisation, and radio, particularly in its broadcasting aspect, will prove the most potent unifying influence that has appeared since the railway and the telegraph were invented. It must knit the dominions of Great Britain more closely together than ever…The telegraph and telephone have been called ‘space annihilators’ in their day…We never really knew what the term meant until the time came when thousands listened at the same time to the voice broadcast through the ether just as if they were all in the same room (Kaempffert 1924; quoted in Boddy 2004).

John Reith, the founder and first Director-General of the BBC, believed the national space-bias of BBC broadcasting fostered democracy because it respected “no traditional demarcation of social or economic class in its ability to unite an entire population” (Avery 2006: 18). However, as Scannell and Cardiff have observed, Reith’s view of broadcasting as “the integrator of democracy” was “designed as much to persuade the authorities of the integrity of the BBC as a national institution as to serve the interests of democracy” (Cardiff and Scannell 1987: 159). 
This contradiction, concealed within Reith’s philosophy of broadcasting as ‘cultural uplift’, can be likened to the contradiction which underlies (the propagation of) Standard English (thus casting light on the early BBC’s language use) – Standard English aspires to be and is portrayed as a national language belonging to all classes, and yet in many respects it belongs to an elite, as a class dialect (Fairclough 1989). 

For Reith democracy could be perpetuated through the sonic dissemination of national and imperial standards. In bringing “rural areas…into direct contact with…Empire institutions, the clock which beats the time over the Houses of Parliament, in the centre of the Empire, is heard echoing in the lowliest cottage in the land” (quoted in Avery 2006: 18-19). In relaying the chimes of Big Ben as an aural keynote of the schedules, the BBC was ostensibly continuing an ancient, time-biased tradition whereby to hear the sound of church bells defines membership of a local community – each radio receiver thus became a bell, a node in the BBC network.​[19]​ 
However, this relaying actually confirmed the space-bias of the Corporation, in marking the extension of metropolitan authority and its supplanting of local culture. For example, when the British Broadcasting Company’s original local and metropolitan network was centralized (and therefore dissolved) through ‘simultaneous broadcasting’ (using Post Office telephone trunk routes), ceremonial openings were held in provincial towns and cities where the mayor’s speech would be followed by the live relay of the chimes of Big Ben (Lewis and Booth 1989: 55). 
The use of Big Ben’s chimes in the BBC’s Empire Service allowed listeners overseas to ‘perform’ British identity through an obsession with punctuality (Robertson 2008), marked off a territory of belonging, and helped to create “the feeling that colonial society is a living and palpitating reality” (Fanon, quoted in Baucom 2001). As a policy of improving communication over long distances was relentlessly pursued within Western nations, culture and social organisation underwent radical transformations. 
In collapsing distance, radio elided local or regional identity, and made possible the unification and standardisation of national communities (Spinelli 2000). Supra-territorial communications created new classes, professions and oligopolies, as well as new structures of thought based on speed and space (Carey 1988: 156). The profession of radio broadcaster, announcer or newsreader was precisely such a new profession, whose existence was a function of long-distance radio communication. 


1.4	The Professionalization of Speaking

In this section we will examine the BBC’s early attitudes to the organization of its own language ‘domain’ as a manifestation of the normative use and conception of radio as a space-binding medium. It is a widely accepted view in sociolinguistic research that the language of radio (or of mass media in general) constitutes a domain (Leitner 1983: 55). Speech varies according to domains, which, according to Fishman (1972) are associated with widespread sociocultural norms and expectations, and lead to congruent social and linguistic behaviour. For example, the type of language used (or regarded as permissible) in the ‘private business’ domain would differ significantly from that used in the ‘nursery school’ domain (Ray 2001: 4). Radio broadcasting can be regarded as a domain, especially as the rules that govern speech and communicative entitlement within broadcasting structures tend to privilege one linguistic style over another. This process is often revealed at the interface between visual and verbal realms, with the visual realms (literature, the use of scripts etc.) favouring formal or standardised linguistic style. In this Chapter I will argue that the BBC’s domain has historically been characterised by a bias towards literacy, especially in the initial decades of the Corporation’s history, when it exercised a rigorous control over programming through compulsory scripting. 
With the establishment of the British Broadcasting Corporation in 1927 as a public corporation under the auspices of the state, the work of all BBC staff was closely supervised through the vetting of all scripts and the standardisation of pronunciation, which, significantly, also excluded the working classes (who constituted the majority of its audience) from participation in broadcasting.​[20]​ This fostered a bias within the BBC toward bureaucracy and literacy. As a result, certain forms of address became embodied in the BBC as institution. Specifically, particular attitudes or theories about the use of language on radio were translated into practice, especially in the use of Received Pronunciation (RP) by newscasters and announcers. RP, a term which has often been used interchangeably with ‘BBC English’, is a prestige accent with an almost exclusive social basis in the public-school educated upper-middle and upper classes, a demographic disproportionately employed by the BBC. Until the second half of the 20th century, RP was considered the most prestigious standard of speech in the UK - the emblematic standard for the nation - and its heyday was to coincide with the early decades of the BBC and the intentionally unifying power of the National Programme (Mugglestone 2003: 272).

	In 1926 the BBC formed the Advisory Committee on Spoken English (ACSE), which included amongst others Robert Bridges, George Bernard Shaw and Logan Pearsall Smith, and the phoneticians Lloyd James (Honorary Secretary and later also Linguistic Advisor to the BBC), Daniel Jones, Henry Cecil Wyld and Harold Orton (Leitner 1983: 61). The Committee therefore included several eminent experts on linguistics (Harold Orton, who headed the Survey of English Dialect, which will be discussed in Chapter 5.2). Clearly the Corporation took its responsibilities seriously; yet the BBC’s decision to employ only speakers of RP as announcers never seems to have been up for discussion by the ACSE:
 
[RP] was used in practically all public domains, including education, law and the Church, and it was the natural accent for reading texts written in Standard English. As radio was a means by which many could be addressed by a few simultaneously, and announcing was defined as a public function – which, in the early days, consisted in reading Standard English texts – it was not surprising that RP was to extend its functions to this new form of communication (Leitner 1983: 61).

The BBC’s use of language was bound up not just with its use of scripting, but with social class, with the Corporation’s policy of centralisation, and with the unidirectional structure of broadcasting. The degree of local or regional linguistic charcteristics permissible in national BBC broadcasting was minimal, at least until the Second World War, when J. B. Priestley delivered his hugely popular Postscripts in his Yorkshire accent (for more on wartime and post-war changes in broadcasting, see Chapter 2.0). During the 1930s the Regional stations were thought very much second-rate by those wedded to the metropolitan, managerial culture of the National Programme, but because they had a duty to express ‘local’ concerns, the Regions were more reflective of working-class culture than London, and more adventurous in their programme-making (McKibbin 1998: 465):

 [The work of the BBC North Region] more faithfully attempted to bring working-class culture and voice to the microphone. Here at the edge of the BBC’s empire there was less distance between producers and listeners. If it was the business of the BBC regions ‘to express the everyday life of the region, its daily work, its past, its attitude of mind, and above all the quality of the people’, as Grace Wyndham Goldie wrote in 1939, then what was broadcast in the North was a truer reflection of that audience, less the paternalistic mediation of the London-based National Programme (Lewis and Booth 1989: 64).

Innovative examples of linguistic diversity and audience paricipation emerged in the BBC Regions, which often acted as a bulwark against the centralized control of the BBC, and which produced remarkable programming with meagre funding (offering an example to the under-funded modern day UK community radio sector, as we will see in Chapter 5). For example, the voices of Frank Nicholls and Wilfred Pickles and their participants in their respective (prototypical) ‘quiz and chat’ North Region programmes, Harry Hopeful (broadcast in the North Region 1935-1938) and Have a Go! (produced in Leeds and broadcast from 1946-1967), spoke both for and to regional audiences (see Cardiff and Scannell 1991). In their subsequent adoption as nationally broadcast formats (see Chapter 2.0 for discussion of Billy Welcome, the national successor to Harry Hopeful), they also helped to incorporate and constitute the regions more firmly as part of the nation, an especially important service during wartime (Ward 2004). As Mugglestone has observed, 

Reversing the traditional binarisms of ‘them’ and ‘us’ which so often seemed to dominate in these early days of the BBC, broadcasting in this sense did indeed provide some positive validation of that ‘vocal tapestry of great beauty and incalculable value’ which Pickles, among others, continued to defend against the linguistic hegemony of what had come to be the expected accent of the national BBC (Mugglestone 2003: 272).

The early BBC’s setting of a standard for spoken language can be directly linked to its ‘script rule’, which made the scripting of programmes compulsory until after the Second World War (Bridson 1971: 52-3). The scripting of radio talk can, to some extent, be regarded as a logical step in the aim to create a bridge between sender and receiver when they are separated from each other. In this sense radio talk represents ‘secondary orality’; oral language is ‘applied’ in a (space-binding) situation where the meaning is in the text, rather than the context (Ong 1988: 136; Crisell 1994: 55). However, the BBC’s use of RP and scripting often determined a ‘performance of reading’ (Kivy 2006) that eliminated the speakers’ individual vocal phrasings or ‘grain of voice’ (Barthes 1977). The spatializing imperative of print enhanced the ability of the BBC, which had a “global and imperial attitude towards English” (Fennell 2001), to impose a specific national and corporate style of speech on marginal speakers of dialect. In doing so it also reinforced the intransigent structures of broadcasting, which determined that large numbers were spoken to (and for) through broadcasting but precluded from discussion.​[21]​

I have linked the BBC’s propagation of Received Pronunciation to a bias towards space and literacy for several specific reasons. It was widely accepted, although never empirically proven, that RP was more intelligible than any other accent and hence was the only appropriate accent for transmission across spatial and social distances (Leitner 1983: 61). As I noted earlier, the BBC’s adherence to RP and scripting was also symptomatic of a bureaucratic print world-view. Bureaucracy, as defined by sociologist Max Weber, is constituted by rationalised elements which owe their existence to the cognitive and normative systems of the print world view – hierarchy, objectivity, efficiency, specialization, written rules and records, and centralization to name a few (Mollison 1997). The BBC’s use of language exemplified the practice of codification – the attainment of minimal variation in form through the establishment of the prescribed language code in a written form. This helps to explain the actions of the Corporation’s administrators, which led to the retention of the vast majority of written scripts, while a small fraction of the early programmes themselves were preserved (allowing that this became possible only with the development of reliable sound recording technology). This bias towards the retention of scripts and not sound recordings was not an attitude shared by BBC archivists or producers. Yet the hegemony of scripting as a compulsory practice was reinforced by the BBC’s habitual reliance on lectures, speeches, and literary and dramatic adaptations:

[W]hat is most crippling for radio is that it persists in wearing the millstone of its literary role…[The BBC’s Broadcasting House] studios are still heavy with the stench of printers’ ink; most of its broadcasts are still weighed down by a style evolved for the eye and mind of the individual reader, never intended to be spoken aloud (Clery 1964). 

The use of scripting and RP determined that, unlike in the vernacular oral tradition, there was little tolerance for spontaneous or emotive speech, ambiguity or persuasive rhetoric. This was, of course, a very necessary restriction when applied to the reporting of news, but more widely was seen as a solution to the BBC’s requirement to be impartial throughout the schedules.​[22]​ The BBC’s obsession with control over scripting and impartiality ensured the dominance of the modalities of the expert and the authoritative, and that the social distance between those entitled to broadcast and those entitled to listen was extremely wide. As Bourdieu observed of the lack of political representation of the working classes: “At best, they are at the mercy of their own spokesmen, whose role is to provide them with the means of repossessing their own experience” (1984).

This was unfortunate, as one school of thought that influenced the BBC’s policy in the 1920s and 1930s to provide a standard of ‘correct’ undifferentiated speech was, in fact, quite egalitarian in its aims. The intentions of the BBC to perform the pedagogical role of improving the socially and regionally marked accents of its working class listeners through the use of RP derived from a longstanding idea that in eroding dialect variations in speech class distinctions could also be eroded. The BBC’s position here was supported by a view held by “sections of the middle class who were aware of social inequality and felt that accent was one of the prime factors which stabilized and perpetuated class barriers and put the lower classes at a disadvantage” (Leitner 1983: 62). 
RP as a class dialect was based on written norms – to be socially and economically upwardly mobile, it has historically been necessary to possess a high level of literacy and a good command of a form of the spoken language which is close to literate norms (Kerswill 2001). Yet could the circulation of RP through the aural medium of broadcasting ever hope to function directly as a means of affecting speech patterns or raising standards of literacy across the British Isles? The impact of broadcasting, in the words of Professor Stanley Ellis of the Leeds University Institute of Dialect and Folk Life Studies, was “to introduce an entirely alien form of pronunciation right into the homes of the people” (Clayre 1973: 78). What it did provide for some dialect speakers was a means of orientation – for example, a Scottish minister interviewed in 1973 for the BBC programme The Impact of Broadcasting noted the following about meeting people coming from remote areas of Scotland to the metropolis:

I find, working down in the South, that the average Scot now coming to London has been so influenced by the mass media that he has much less difficulty in adjustment than he had before (quoted in Clayre 1973: 79).
 
The intention of some within the BBC to promote conformity in language use through radio broadcasting (in the form of RP) ultimately failed.​[23]​ Attitudes towards a standard variety of speech are entirely relative and subject to change – standard varieties have changed in the past and will continue to do so, just like all living languages. This is what William Labov has referred to as the ‘uniformitarian principle’ (Bauer 1994: 2-7) of language. 
As McKibbin has observed of the early decades of the BBC (1998: 511), radio broadcasting itself was a speech community, “but membership of it was passive rather than active.”​[24]​ Although its influence was powerful, it involved no linguistic exchange, due to the unidirectional nature of radio broadcasting and the consequent passivity of listeners. The BBC overestimated the unifying power of the National Programme and the susceptibility of its listeners – changes to language are slow and gradual, and face-to-face contact is a prerequisite for linguistic diffusion to take place. 
Therefore despite the BBC’s careful attention to language use, the Corporation had, to some extent, succumbed to the non-reciprocal, present-minded and didactic mentality induced by the space-bias of radio broadcasting. Especially as radio was considered to be an ephemeral medium, the consideration of cumulative change over time was neglected. However, we must also note that, from the late 1920s onwards, the ACSE endeavoured to seek the public’s views, and showed itself willing, as an organization, to take some of the criticisms on board and to revise earlier decisions. This promoted the idea of a ‘listening BBC’ which regarded its decisions on pronunciation as largely provisional until proper feedback from an ever-larger circle of committee members, advisers, and the public, was received (Schwyter 2008).  

Why do recordings of old radio broadcasts sound so stilted when listened to today, even those that aren’t restricted to the use of RP? This is a difficult question to answer, as there are many factors to take into account, which are outside the remit of this discussion. For example, if this question was to be fully addressed changing technologies of (and attitudes to) audio ‘fidelity’ should be taken into account. 
For now we can be argue that, especially before the Second World War, much of the talk that was heard on BBC radio was marked by awkwardness and ‘communicative unease’. An initially authoritarian or paternal mode of address began to give way to a “more populist and democratic manner of style” (Scannell 1991: 10; Moores 2000: 19). This is evident in the following excerpt from a BBC-endorsed manual published in 1948 entitled ‘Public Speaking and Broadcasting’:

There is a greater gulf between spoken English and written English than most of us imagine. The moment we take up pen or pencil we become slaves to certain customs and conventions of style that never worry us when we are speaking…The main fault of too many radio talks is that to the listener they are obviously being read; they have been written in the literary idiom; the fountain of speech has been petrified, and even the most experienced broadcaster would be hard pressed to bring it to life again at the microphone (Wright 1948: 20). 

As a result the BBC learned to fabricate a sense of spontaneity or ‘liveness’ in their programming. An industrial relations specialist named John Hilton, for example, introduced deliberate hesitations and errors into his 1930s broadcasts in order to sound more natural (Bell and Van Leeuwen 1994: 35):

It is not far from the truth to say that the more easy and natural a speaker sounds over the radio the more artifice he has had to introduce into the preparation and reading of his script (Wright 1948: 13).

These techniques were put to use in the development of a new mode of governmentality, and the establishment of a new profession – the media professional. Speakers like Hilton became professional broadcasters; by 1939 Hilton had abandoned his specialism to run a kind of agony column of the air, dispensing advice and championing the cause of the ‘ordinary man’ against confidence tricksters. As Bell and Van Leeuwen observe, he had “moved from a position of addressing the ‘ordinary men’ from above to one of speaking for them, of being their representative” (op. cit.).

It is arguable that this was also symptomatic of a broader shift from a literacy-based model of ideal communication to one based on oral discourse (Kacandes 2001: 21). Whereas signs of forethought, a feature associated with the written, were once considered desirable in speech as in writing, we are now suspicious of or amused by what sounds rehearsed, and we instead value spontaneity. As Fairclough has observed, those experts and professionals (doctors, lawyers, politicians, academics and so on) who once constituted broadcasting’s limited repertoire of ‘accredited’ voices have now learned to adapt their ‘repertoire’ to the need for a more conversational form of address in the domain of radio (Fairclough 1995: 139; Hendy 2004: 177). 
The notion of ‘media skills’ or the ‘media professional’ suggest that people develop their communicative style and expectations according to the unspoken rules of the media domain(s) of the time, which influences their approach to both media encounters and interpersonal encounters (Avery and McCain 1986: 130). The medium of communication influences the individual’s capacity for ‘impression management’ – the process whereby one seeks, consciously or unconsciously, to shape one’s self-presentation and control the impressions that other people form of them (Goffman 1969). 


1.5	The Emancipation of the ‘Common’ Voice

The early language domain of radio was a formal one, in which scripting determined rigid constraints on topic and on relevance. The qualification for communicative entitlement (or, to use the linguistic term, the attainment of a ‘subject position’) was defined in terms of public position, status, educational privilege and expertise; those in prestigious social positions who possessed both literacy and the experience of operating in formal contexts were predominantly those who scripted and voiced ‘radio discourse’. In this way, early BBC broadcasting mirrored the professional specialization characteristic of literate culture. As Aneurin Bevan protested in 1938,

The people are excluded from forming judgement on various matters of public interest on the ground that expert knowledge is required, and that of course the people cannot possess…The debunking of the expert is an important stage in the history of democratic communities because democracy involves the assertion of the common against the special interest (quoted in Rose 2001: 423).

Despite their positive depiction of the efforts of the BBC’s first Director of Talks Hilda Matheson to reform BBC talks in favour of greater spontaneity, Scannell and Cardiff ultimately defend the use of scripting by arguing that since all broadcasting was live during the BBC’s early history, talks need to be scripted, otherwise “what they gained in colloquialism and personal idiom they would lose in clarity and succinctness” (Cardiff and Scannell 1991: 163). In their view, the close attention to scripts was motivated by “an anxiety to be understood by the listener”. However, as Russell has noted, the Corporation was also preoccupied with other anxieties:

The fact that a lack of recording technology for much of the inter-war period meant that programmes had to go out live was critical in this regard. Fear of unsuitable utterance, whether inappropriate political statement or simple nervous stammering, meant that programmes were tightly and sometimes unsympathetically scripted (Russell 2004). 

While it can be argued that the existence of a script ensured that the contributors would not over-run their slot in the programmes, there is no doubt that it facilitated the vetting of material and discouraged contributions from those without experience in literary communication. The field of regular broadcasters was thus limited to politicians, writers, professional actors and public figures - those who tended to speak in the approved ‘patrician’ dialect (see Rodger 1982). This underlines the fact that basic access to the media tends to be available only for those who already possess other forms of power or capital, whether economic, political or cultural (Talbot, Atkinson et al. 2003: 9). In fact these people are assigned status by listeners due to their mere appearance on the radio, a phenomenon that Lazarsfield and Merton have referred to as ‘status conferral’.​[25]​
Scannell and Cardiff note that the BBC was “as often as not concerned with establishing the credentials of speakers (their right to speak) and with situating them in a particular relationship with their audience, rather than as a covert form of censorship” (op. cit.). However, the Corporation was occasionally directly accused of covert censorship, as Marwick has shown (1981), with the example of the famous incident in March 1934 involving the car worker William Ferrie. A leading employer in the motor industry, Sir Herbert Austin, had inaugurated a series of talks on ‘Modern Industry and National Character’ on 26 February. For the next broadcast it was decided to invite a genuine working man, hence William Ferrie. Instead of reading from his approved script, when Ferrie reached the microphone he said:

Last week a big employer of labour, Sir Herbert Austin, gave a talk about the British working man, and I have been invited to say what I think about the British worker. I am a working man myself, but what I wanted to tell you has been so censored and altered and cut up by the BBC that I consider it impossible for me to give a talk without it being a travesty of the British working class. I therefore protest against the censorship of the BBC and will give the talk instead to the press (as reported in The Times, 6 March 1934. See Marwick 1981:  160).

A broadcast hastily arranged for the following week was given by an anonymous ‘working-class woman’, and showed all the signs of adjustment and embellishment at the hands of the producer (Marwick 1981). Significantly, the published text of William Ferrie’s speech was prefaced by his rebellion against linguistic stereotyping; “I also refused to drop my ‘aitches’ and to speak as they imagine a worker does” (quoted in Marwick 1981). This raises the issue of regional and working-class accents (the two were often believed to be synonymous), which, while not actually ignored by the BBC, were seen to be comical and lacking in weight and dignity.
Scripting often determined a wooden and self-conscious presentation that only served to reinforce the existing prejudices about regional accents; the inclusion of scripted testimony from ordinary people on In Town Tonight (which was first broadcast in 1933) furnished many a comedian with material for parody (Black 1972). The emphasis in this series on celebrities and eccentrics obscured its roots in Regional Outside Broadcasts; for example, Northern Notions, a North Regional programme (produced in Manchester with ‘link-ups’ to Leeds) utilized a greater degree of location recording than In Town Tonight, and broadcast reminiscences that long predated the coining of the term ‘oral history’ (Lazell 1989: 31). Russell argues that it wasn’t until the 1970s that regional voices were heard outside of the Regions or the National “ghettoes” of comedy and human interest:

The mimicry of upper-class English accents that became an ever-greater feature of radio comedy from the 1950s was one liberating factor here, but it was the loosening of attitudes towards speech within society in general coupled with the flow of talent unleashed by local radio that finally forced the BBC to appreciate the benefit of speaking in mixed tongues (Russell 2004: 135).

The liberation of dialect from these ‘ghettoes’ of comedy and human interest was a slow and gradual process of contestation, the history of which is difficult to reconstruct. Scannell and Cardiff have provided a great service in chronicling several aspects of this history in their A Social History of British Broadcasting (1991). Of particular interest to this thesis is their discussion of the BBC’s treatment of unemployment in the early to middle 1930s, with the development of new forms of social reportage by the BBC’s Talks Department, under the leadership of Hilda Matheson and Charles Siepmann (see Appendix B). 
Unfortunately, the BBC soon backed away from this type of participatory and controversial programming in the run-up to the charter renewal in 1935, with the disbanding of the liberal Matheson/Siepmann Talks Department. The talks on unemployment had represented an outlet for working class opinion – in their absence it appeared that the BBC’s monopoly of broadcasting, instead of providing democratic access to payers of the licence fee, determined that there was a monopoly in communicative entitlement. This in turn reinforced the belief amongst many people – especially the working classes – that they were unable to express their own opinions to those in positions of authority. Hilda Matheson, who had initiated many of these experiments in Talks ‘reportage’, had an understanding of how this situation was reproduced by the effect of the lack of ‘feedback’ in broadcasting. In a letter dating from 1929 to H. G. Wells she encouraged him to broadcast his views on peace but urged caution as to the controversial potential of any religious, industrial or political statements:

The British public, our odd assortment of listeners – have of course all the national prejudices, even more I think when a loudspeaker talks to them in their sitting-rooms than when they read something in print; perhaps it is a feeling of impotence, as they can’t answer back or interrupt.  It would for instance, strike them as unfair if one were to attack such conceptions as God, King or America… (quoted in Avery 2006: 96-97).

As Matheson implies, the print medium creates distance and allows critical and psychological space, whereas the spoken word is associated with the ability to directly challenge (and is, by consequence, always potentially polemic). As Avery has observed, Hilda Matheson, like Bertolt Brecht and Walter Benjamin, was acutely conscious of radio’s unidirectional organisation, and pioneered the informal mode of address in scripted talks (which remains her most important and lasting contribution to broadcasting practice) as a means of obviating it (Avery 2006: 97). This ultimately set Matheson on a ‘collision course’ with Reith: 

[Reith’s] desire for national unity involved an effort to structure broadcasting as a vehicle for what the Romantic writers Thomas De Quincey and Samuel Taylor Coleridge respectively have called ‘alloquium’ as opposed to ‘colloquium’ and ‘oneversazione’ as opposed to ‘conversazion’ – in other words, talking to rather than with others (Avery 2006: 37). 

As Moores has noted, citing Scannell and Cardiff’s history of the interwar BBC:

The key to that change [in BBC talks] was a realisation that existing forms of public communication – such as the sermon, the lecture or the stage performance – were wholly inappropriate as models for the routine fare of broadcasting because of the space which separates producers from consumers in mediated interaction, and because of the private nature of reception contexts (Moores 2000: 19).


During the transition period from one dominant medium to another, the content of the new medium (radio broadcasting) is beholden to older forms of ‘public speech’ (theatre, gramophone records, newspapers, pamphlets). This is partly due to the new medium seeking legitimacy and “artistic respectability by the transfer of cultural objects that already had prestige” (Williams 1976: 95). As all broadcasts were scripted during the BBC’s early history, they were burdened to excess with what Enzensberger derided about mainstream broadcasting: “authoritarian characteristics, the characteristics of the monologue…inherited from older methods of production” (Enzensberger 1970/1976: 49). The legacy of these characteristics can be seen in the fact that the BBC’s experimentation with informal discourse for many years involved not the inclusion of extempore speech but the simulation of such speech through the mediation of scripting.

Even when the BBC invited ‘real’ people into the studio or sought to transmit the voices of the working classes, initial interviews had to be transcribed by secretaries, edited by producers and editorial managers and then given back to the original subjects to reproduce for live or pre-recorded broadcast usually with wooden and self-conscious presentation. Any departures from the agreed scripts would be faded out and the subversive miscreant discreetly shown the door of Broadcasting House (Crook 1999).

It was as though future interviewees were to be given an opportunity to learn what kind of testimony was expected of them before they ever had a chance of voicing it for themselves (see Bell and Van Leeuwen 1994: 38). Even when the BBC made use of the technological possibilities of portable disc recording, it was used mainly as a research tool, in a manner akin to print journalism. If ‘actual’ people in the ‘real’ world were to be interviewed, it was to make the scripts more ‘authentic’ and certainly not because their ‘real’ voices were to be heard on the air (Silver 1988: 186). Several innovative radio series were created using variations on this basic technique; for example, Bridson’s Harry Hopeful, cited earlier, and Francis Dillon’s Country Magazine (1941-1953, see Chapter sections 2.0, 2.2 and 5.2). Unfortunately, however, the methods with which the BBC pursued “a commitment to overcoming the dehumanizing effects of institutional discourse” (Scannell 1985: 10) often produced dehumanizing effects.

The arrival of the tape-recorder (during the early 1950s) not only permitted the pre-recording of ‘talks’ but also made possible the widespread recording of actuality, and put to an end convoluted attempts to simulate informal speech - people could now be heard speaking their own words in their own environment. Those who spoke in thick dialect, or who had difficulties in reading from a script or getting accustomed to the microphone or studio environment, were ‘discovered’ as a new source of broadcast material (Horstmann 1991: 18). This was due to the facility of tape editing, which could remove syntactical ‘errors’ from actuality. There have often been (and arguably always will be) difficult ethical considerations attached to the editing of speech, as we will see in Chapter 4. For now we can emphasize the importance of ‘giving voice’ to non-professionals not just in terms of gestures toward participatory democracy, but also in terms of the voice as a register of indirect meaning. We have already noted that the print medium creates a form of decontextualized communication, whereas in oral communication “the ethos, the personal charisma or social role of the speaker” (Sreberny-Mohammadi 2005: 30-1) is key to interpreting the text. Therefore radio’s status as an oral/aural medium depends on the extent to which broadcasting, unlike writing and reading, is bound by the specificity and immediacy of the dialogic broadcast ‘event’. BBC Features Producer W. Farquharson Small explained this in 1949 in the context of the Light Programme series Meet the People:

I firmly believe that there is a virtue, and a great virtue, in having the ordinary citizen tell his [sic] own story in his own voice…not the voice of a professional reader…for there is oftentimes…a passage of real eloquence…This is what E. A. [Archie] Harding referred to in a recent Schools broadcast dealing with the Spoken Word, when he said…that the one subject on which we can all be truly eloquent on occasions is ourselves. ‘You can call this kind of eloquence, if you like, private eloquence,’ he said; ‘and the extraordinary and new thing that Radio has done in the realms of the spoken words has been to make some private eloquence public’ (Farquharson Small and Charlton 1949: 20).
 

1.6	Broadcasting as Social Contact

What is often neglected in the discussion of communications and media scholars is the ways in which radio, in overcoming or negating spatial (and social) distances, can channel, mediate and shape interpersonal interaction (or ‘private eloquence’), in addition to effecting its mere approximation or reproduction.​[26]​ As storytelling lies at the heart of the social bond, an awareness of this potential is essential in understanding how radio can serve to bind actual communities; “how radio functions to fabricate both mediate and immediate surrogate communities” (Larson 1995-1996: 89). A valuable early text from which we can conceptualise the ability of the medium of radio to create social contact and forge a sense of community is Professor Charles Madge’s “Broadcasting as Social Contact”, published in the BBC Quarterly in 1953. Departing from the then prevalent criticism of the perceived standardising or corrupting effect of mass media, his article sets out to explore the positive contribution that broadcasting makes to civilisation:

If one is looking at civilisation from the social point of view, then it consists basically of the elaboration of the means of social contact. My thesis in this article is that broadcasting has provided a kind of social contact that is quite new to civilisation. Though they have not met them face to face, listeners and viewers have heard and seen a vastly wider range of people than has ever been possible in the past (Madge 1953: 71).

Madge’s idea of social contact through broadcasting is akin to the contemporary concept of mediated interaction or proximity, which refers to a common perception of the world as more intimate, more compressed, and more part of everyday reckoning. Media technologies are used to receive distant messages in the most intimate local spaces (Tomlinson 1999: 3). In doing so, they have altered the conditions in which culture is made, adapted and contested, as well as creating new possibilities for the establishment of social and communal relationships. Lipsitz has provided a sophisticated understanding of how mass-mediated technologies can transform, displace and restore culture:

Instead of relating to the past through a shared sense of place or ancestry, consumers of electronic mass media can experience a common heritage with people they have never seen; they can acquire memories of a past to which they have no geographic or biological connection. This capacity of electronic mass communication to transcend time and space creates instability by disconnecting people from past traditions, but it also liberates people by making the past less determinate of experiences in the present (Lipsitz 2001: 5).

Madge embraces this idea of the consolidation and ritualized celebration of ‘common heritage’ through mass-mediated communication by examining the plurality thus created and stating that “diversity becomes of positive value only when differentiated regions are in effective contact with each other” (Madge 1953: 72). Here he cites Emile Durkheim’s concept of the ‘dynamic density’ of a society as the measure of the interaction of numerous and varied social contacts necessary to create civilisation.​[27]​ Madge also cites Max Weber’s belief in the importance of contact between different classes and cultural strata, and proposes that civilisation could not emerge from a society without internal differentiation or from a society divided into hermetic castes. 


1.7	Broadcasting and Mass Observation

We can immediately make a connection here between Madge’s essay and an originating impulse of Mass Observation, the survey movement Madge founded in the late 1930s with Tom Harrison and Humphrey Jennings. Its original premise was that, in a highly stratified and class-based society such as Britain, the various demographic groups remained a mystery to each other. This was considered to be potentially catastrophic for not only the disenfranchised ‘man in the street’ but also the administrative elite, who, like the BBC, were “aware of a rising political consciousness across the wider demographics of women and the working class – [but] remained unable to communicative effectively with…a people they could not comprehend” (Rennie 2007b). Mass Observation had been launched at the very time when the experimental (Matheson/Siepmann) ‘phase’ of the BBC Talks Department had been curtailed:

It is indicative of the growing crisis at the heart of public life in Britain that at the same time as the BBC’s attempted inquiry into the state of the nation failed, two young graduates were launching an independent fact-finding movement called Mass Observation. The immediate impulse behind it was the abdication crisis and the realization, as Tom Jeffery has argued, was that “ordinary people were being misled by a complacent press and indifferent government, both deeply ignorant of the needs of working people…” Against this people needed to know the facts about international affairs, government policies and about themselves; only if people were given the facts could democracy work (Cardiff and Scannell 1991: 70-71).   

This ‘gulf’ was increasingly recognized, and the Ministry of Information did enlist the services of Mass Observation to survey the morale of the masses, when the aerial bombardment of built-up urban areas came to be regarded as inevitable (Collins 2004: 129). Studies were commissioned into the attitudes of the population to food shortages, clothes rationing and to preparations for air raids. In entering into this ‘partnership’ with the state, however, Mass Observation became a somewhat contradictory entity, as it had originally and primarily been intended to be responsible to the communities from whom it had obtained its information. Who was in ultimate possession of the facts that could make democracy work? Mass Observation became a kind of ‘double agent’, which operated according to principles of collective authorship that would later become intrinsic to oral history and community publishing (volunteers and respondents speaking or writing accounts of their own lives in their own words) whilst providing the administrative elite with useful intelligence-gathering, in the form of access to the ‘hearts and minds’ and everyday lives of the working class.


Above: A woodcut by Eric Frazer from the Radio Times, June 1939, to mark a programme on Mass Observation

The BBC can be said to have had an elective affinity with Mass Observation during this period, in its capacity for gathering information with a view to promoting social change. Mass Observation influenced broadcasting by offering a valid alternative to top-down, didactic forms of documentary representation.​[28]​ The BBC’s talks on unemployment (see Appendix B), for example, had broken new ground in this way:

Thus the BBC began inviting the unemployed to document their lived experiences and the material conditions in which they lived by baring their souls before the microphone and thus the nation. The technique devised was one which emphasised public participation; increasingly, unemployment talks sought to adopt informal modes of address in an attempt to establish a more intimate relationship between the BBC and its listening public (Bailey 2007: 473). 

These talks demonstrate that the BBC had already begun to experiment with extempore forms of speech before the Mass Observation ‘movement’ was founded. Nevertheless, as Briggs has noted, Mass Observation had a key influence on BBC staff searching for new techniques in ‘the broadcasting of the spoken word’ at the end of the 1930s, frustrated by the conservative ‘turn’ of the Talks Department approach with its renewed emphasis on the formal script and the single speaker:

Could not the BBC learn from Mass Observation? Did it have to rely on an elite? Could not more use be made of speakers in the regions, speakers who could not naturally use the standard BBC English with which the Talk was associated? Was it not necessary to break with ‘intellectualism’, with ‘the Platonism of the founders’? (Briggs 1965: 149).

 To return to Madge’s essay, we can conclude that, according to Madge, broadcasting occasionally demonstrated its potential to serve the same intended social function that Mass Observation was designed to fulfil, a kind of ‘cultural reinforcement mechanism’ to generate dynamic density. Madge began his discussion by considering the way in which the BBC’s Regional structure created a ‘knowable community’ (Williams 1973) through the decentralized networking of intimate, ‘regionally sourced’ voices:

The metropolis, as we know, tends to dominate the field of cultural innovation, and the provinces are correspondingly impoverished and relatively unproductive. The regional programmes not only help the provinces to keep their end up, but they interpret the provinces to each other and to the metropolitan audience. In view of the great differences between the regions in occupational structure and general character, this may be important. The listener in the Home Counties, relatively cosy and suburbanised, is brought in contact with the Lancashire mill town. The Midland engineering worker hears about life on a Devon farm (Madge 1953: 73).






In 1955 the BBC ordered an internal review conducted by Frank Gillard, the former war correspondent who would later play the decisive role in establishing the network of BBC Local Radio (in 1967). In the report, Gillard stated that a healthy national culture is based on a healthy regional culture, and that broadcasting should nourish that culture ‘from the roots up’. He also identified the dual and complementary responsibilities of Regional broadcasting – to serve the Regions themselves; and to reflect the Regions in a national context (quoted in Reynolds 1995: 143). Madge had suggested two years before the internal review that the national broadcasting of locally originated programming had several social implications for audiences:

Programmes on local or regional topics will, to listeners outside that locality, convey two kinds of moral, if they convey any at all. The first moral is that people are much the same everywhere: this is perhaps the moral one might be tempted to draw from the Wilfred Pickles programmes…the second and contradictory moral […] is that there are very real differences between people in different communities – differences which call for at least a little effort on the listener’s part if he is to stretch his own mind to take them in. Here the best documentary efforts of the B.B.C., like those of the British [documentary] film industry, have been outstanding, and have shown that the real coalminer, for instance, is always more interesting than the literature about him. The great thing is that the material can, if well handled, produce a very strong impression that the account being given is honest and therefore a reasonable basis for forming personal judgements (Madge 1953).

The first thing to be said here is that Madge has identified and articulated very simply the value of reflecting ‘real people’ and ‘real lives’ without merely representing them through the proxy of reportage or narrative accounts (the real coalminer is always more interesting than the literature about him). The incorporation of ‘real life stories’ into BBC schedules, eventually (bearing in mind the Corporation’s paternal and pedagogical reputation) enabled the Corporation to present itself as an institution which people can engage with “without having to be institutionally convinced that it is to their advantage to do so” (Illich 1971: 55). 
Secondly, these two ‘morals’ illustrate the way in which the concept of community implies simultaneously both similarity and difference; that the members of a group of people (a) have something in common with each other, which (b) distinguishes them in a significant way from the members of other putative groups (Cohen 1985: 12). As every social role is reciprocal to the social roles of others, it is as important “to understand, to decipher, and to anticipate their conduct as it is to manage one’s own” (Horton and Wohl 1956/1986: 194), and the function of radio broadcasting is therefore to provide and exemplify patterns of conduct:

Thus the spectator is instructed variously in the behaviours of the opposite sex, of people of higher and lower status, of people in particular occupations and professions. In a quantitative sense, by reason of the sheer volume of such instruction, this may be the most important aspect of the para-social experience, if only because each person’s roles are relatively few, while those of the others in his social worlds are very numerous (Horton and Wohl 1956/1986: 194-5).  

Madge, with his notion of the listener ‘stretching his mind’ to accommodate difference, alludes to that element of community which embodies this ‘relational’ sense of discrimination - namely its boundary. Cohen has observed how, as a threshold, the boundary “encapsulates the identity of the community and, like the identity of an individual, is called into being by the exigencies of social interaction”; “boundaries are marked because communities interact in some way or other with entities from which they are, or wish to be, distinguished” (Cohen, op. cit.).​[30]​

There was, however, a major obstruction to the BBC’s attempts to create a knowable community through its radio programming in this fashion, which inhibited the democratization of radio broadcasting. As we have seen, the early BBC was sedimented with a layer of class and elite interests, which belied its claims to act as a vehicle for democratic public discourse. The working class lacked access to the BBC’s official modes of representation, and so they were typically represented in the proxy form of narrative accounts not of their own choosing. In this manner public service broadcasting recreates representational democracy, which “like the classic realist text, is premised on an implicitly mimetic theory of representation as correspondence with the real” (Julien and Mercer 1998: 3).  
It has been widely observed that the notion of community, like that of representational democracy, has always been problematic because it its necessarily or inevitably exclusionary (Hall 1999). Communities are emergent entities which are products of structurally conditioned social practices, and which possess capacities for “integration, self-awareness and boundary maintenance” (Ruane and Todd 1996: 9, emphasis added). A national community, in particular, is an abstract collectivity, which is too vast to be comprehended by the individual (Chaney 1986: 249). Therefore a sense of belonging has to be continually engendered by opportunities for identification as the nation’s identity is manufactured and reconstructed by public service broadcasting or by the heritage sector (see Chapter 5). This determines that the concept of public service broadcasting must itself be constantly redefined, its “aims and objectives continuously updated and made relevant to a changing social and economic environment” (McLoone 1996: 2). The participation of licence-paying citizens in broadcasting can therefore be regarded as necessary and vital in shaping the way in which public service broadcasting defines, relates to and serves local, regional or national communities. 
























This chapter will develop some of the themes of the previous chapter, which demonstrated that struggles over access (to the means of communication) are inextricably linked with struggles around standardization (of language). The three case studies in this chapter will focus on the uses of actuality (speech and other sounds recorded with portable equipment) in radio features made in the post-war BBC Regions, in which key radio producers broke through the ‘script rule’ to give voice to the disenfranchised or under-represented in society. As a prelude to this I will briefly discuss some issues surrounding the methodology which I employed in researching these case studies, which examine the work of the Regional radio feature innovators Brandon Acton Bond (BBC West Region), Denis Mitchell (BBC North Region) and Sam Hanna Bell (BBC Northern Ireland). 
Firstly, there is the question of how to research and access programmes from this period. The BBC sound archives are reputed for their considerable size and richness, and have been characterized by an enlightened archival policy and a rare continuity of management. Gaining access to BBC radio programmes, however, still presents a challenge to the researcher, despite the access provided to bona fide researchers for no charge via British Library facilities. The real challenge is not so much in gaining access to the required materials, but in gaining access to catalogued information in order to learn of their existence and to discern their potential importance and relevance. The BBC’s own catalogues of archived radio material exist in the form of a series of hardback volumes and microfiche files within the British Library. However, the entries in these catalogues are far from being comprehensive or up-to-date and they provide only a modicum of information (for example, a programme title, a brief explanatory subtitle, production and transmission dates, and production and script credits), so the researcher is typically obliged to search in editions of the Radio Times or The Listener for further information. The BBC’s comprehensive in-house ‘Infax’ database of catalogued data was briefly piloted for public web-based access (as an ‘experimental prototype trial’) but ran into problems related to confidentiality issues, and at the current time no plans appear to exist for its return. This is unfortunate, as it provided an invaluable resource for researchers, containing as it did details of well over 900,000 BBC programmes dating back to 1938. Without ‘Infax’, there is currently no official public access to catalogued information about BBC radio programmes outside of the British Library, apart from recent material originated since the BBC began to produce a webpage for every single programme broadcast on their networks (in 2007). In the context of relatively recent broadcasts, the British Universities Film and Video Council (BUFVC) provides an invaluable service by operating TRILT, the Television and Radio Index for Learning and Teaching (http://bufvc.ac.uk/tvandradio/trilt/), which contains listings and metadata for over 300 TV and radio channels with data from 1995 onwards, and which is accessible to academic institutions that have BUFVC membership.

	The difficulty of collecting information about older radio features inevitably induces the researcher to utilize what would be termed in film studies an ‘auteur theory’ approach, in which the radio producer or feature maker can be seen as having built up an artistically and thematically coherent body of work across a (BBC) career. Thus the recent resurgence of interest in the work of Charles Parker can also be attributed to Parker’s personal vision, as the Charles Parker Archive encapsulates a life-work in collecting and sharing vernacular culture across various media, chiefly in the form of actuality-based radio documentaries and multimedia theatre. In this Chapter a portrait of British Regional broadcasting in the immediate post-war era will be built up by examining the work of similarly-minded ‘radio auteurs’. Although they made very different kinds of radio features, Denis Mitchell and Sam Hanna Bell both developed an abiding interest in the experiences of hidden or submerged communities and belief systems in the areas in which they lived and worked, whether this meant shipyard workers or unemployed vagrants, members of an urban faith healing church or rural adherents to fairy folklore. 

However, the question inevitably arises - can someone who is (most) concerned to give voice to the marginalized in society and minimise their own voice/presence be called an ‘auteur’? We will discuss the complexities of the notion of authorship in this context in Chapter 4. For now we can note that, faced with the difficulties of collecting information, the researcher must often adopt the auteur approach, and to this end searching the BBC catalogue index (held within the British Library) for the names of producers proves the most simple and effective method of locating programmes. Likewise, when requesting files in advance of an appointment at the BBC Written Archives at Caversham it may prove useful to narrow the research focus by first studying the file(s) pertaining to an individual producer, which means that the researcher can then process a more ‘manageable’ amount of pertinent archival material.
Writers like David Thomson, George Ewart Evans, W. R. Rodgers, Louis MacNeice and Sam Hanna Bell who were employed by the BBC to produce radio features were, on the whole, better known to the wider British public as poets, novelists or folklorists, and for the researcher any autobiographical material from their published works may offer some primary evidence about their radio careers. For example, Bell’s book ‘Erin’s Orange Lily’ includes a chapter which recounts the making of the BBC series Fairy Faith (Bell 1956) (see pp. 117-119), and in George Ewart Evans’ book ‘Spoken History’ (Evans 1987) there is a chapter about radio in which Evans draws upon private correspondence to pay tribute to Charles Parker, and briefly discuss several radio programmes he made with David Thomson during the mid to late 1950s.

Once programmes of interest have been identified and a listening appointment made (within a listening ‘booth’ at the British Library) there is then the issue of the actual audition of the radio material. Playback of material on older formats (such as acetate discs or magnetic tape) requires a degree of specialist skill in the use of analogue audio technology, and thus the researcher must ‘listen in’ to the item in one sitting as it is played remotely by a member of staff. For some BBC archive material listening copies are available on CD, and in this instance the researcher is free to pause, rewind or fast-forward the recording at his or her leisure within the listening booth.

	The radio programmes discussed in this thesis make use of actuality or audience participation in a variety of ways, and I have been interested in charting these uses in as much detail as possible. Of particular interest has been the way in which the listener may gain an understanding of the nature of the relationships that have ‘grown up’ between the radio producer and the people that they meet and record. When listening to a programme I constantly sought to assess whether I was gaining this kind of understanding, and, if so, whether it was relayed via actuality or narration; via the programme participants or the broadcaster/producer. In Chapter 4, for example, I will discuss how the use of narration can enhance the listener’s sense of co-presence (in a programme entitled Bare Stones of Aran); or proscribe and undermine the listener’s identification with the interviewees (in a series of two programmes entitled The Five Generations).
To conduct any close analysis of the radio producer’s deployment of narration or actuality, the researcher must have the ability to stop and scan the recording, akin to the person transcribing an oral history interview. However, the researcher must constantly remind him or herself that even verbatim transcriptions fail to convey qualities of popular speech, such as accent, rhythm, tone and volume that carry implicit meaning. At a basic level this means that the mood of a radio programme is often determined not by what is said, but by how it is said, and it is certainly a challenge to capture this in the form of research notes and then to reconstitute the experience in the form of academic writing. Steven Sheehan highlights some of these issues in a review of the documentary Coming from India broadcast by the National Public Radio station NJN in 1998:

…Coming from India’s listeners can note the confidence, sense of triumph, and even ironic good humor in one interviewee’s description of the campaign she led against anti-Indian hate groups. A transcribed account of the same story might leave the reader with the false impression that she saw herself as a victim, not a conqueror, of racism. Moreover, the aural quality of Coming from India allows the listener to better understand the nature of the relationship between the researchers and the people they meet. One hears pride and magnanimity in the voice of an Indian-American woman as she and the interviewer discuss the food she has prepared for her visit. We get a sense that she interprets the interaction as an important encounter between an Indian-American host and a representative from the wider [New Jersey] community. By creating an audio documentary, the producers have retained layers of meaning that would have been lost in a traditional written presentation (Sheehan 2001).


2.1	Radio Features in the Post-War Climate

There is a significant discrepancy in the historical coverage of both BBC Regional broadcasting and BBC radio features in scholarly and popular work. The experimental and socially conscious radio documentaries pioneered by producers such as D. G. (Geoffrey) Bridson and Olive Shapley in the BBC North Region during the 1930s have rightly received attention in a number of popular and academic sources (Bridson 1971; Cardiff and Scannell 1991; Shapley 1996; Scannell 1996b; Crook 1999; Street 2002), but there is little evidence of equivalent studies of post-war regional programming or features, except where attention is devoted to a particular body of work by a particular key figure that is publicly accessible, for example, the Radio Ballads, and Charles Parker’s role in their creation (Howkins 2000; Hendy 2004; Long 2004; Street 2004; Linstead 2006; Cox 2008; Harker 2009). 
This can, to some extent, be attributed to the appeal of the ‘golden age’ of radio broadcasting for both scholarly and popular sources. There is greater coverage of the decades during which BBC radio was the main provider of broadcast entertainment and information, before the BBC’s television service revealed its potential (demonstrated by the huge audience figures for the coverage of the Queen’s Coronation 1953) and before commercial television (ITV began in 1955) was initiated, both of which seriously eroded radio’s large audience base (there was a peak of 12 million exclusively radio licences in 1950). This was the beginning of a cycle whereby radio’s status in the media ecology would be demoted, as it was regarded as “too invisible, too transitory, too functional, too faceless, too passé to have a measurable impact on public life – yet simultaneously too ‘mass’ in appeal to be treated, alongside film or theatre, as art” (Hendy 2007: 141).
	
The Second World War had a huge impact on the BBC, which developed new forms of programming, and cemented its relationship with its British listeners in a number of ways during this period. Firstly, broadcast news reporting as we know it came about during the Second World War, as a result of the fieldwork of BBC correspondents like Godfrey Talbot, Frank Gillard, Wynford Vaughan-Thomas and Richard Dimbleby, who brought their microphones to the front line and described military events at the very moment they were occurring (Stroud 1969: 22). In this way, formal news-bulletins were augmented and complemented by informal, gripping and vivid eyewitness accounts. For example, Vaughan-Thomas broadcast the following from a Lancaster Bomber during a raid on Berlin, at 19,000 feet and wearing an oxygen mask:


As we near the city it seems to be ringed by a wall of searchlights. There are hundreds of them in cones and clusters…a wall of light with very few breaks, and behind that wall the city itself – a pool of fiercer light, glowing red and green and blue. Flak from the guns is coming up in a steady stream. There are millions of flares hanging in the sky; the ground seems to be eaten up by fire (Stroud 1969: 30).
 
The BBC developed a war reporting style in which correspondents and engineers moved with the armed forces, relaying both actuality of military engagements and interviews with troops, for the benefit of civilian listeners. Recording technology was, of course, vital to these War Reports; recording equipment was carried in a 30-hundredweight truck and, chiefly due to the advocacy of Frank Gillard, correspondents were soon able to carry portable ‘midget’ disc-cutting machines where it was dangerous for the truck to move forward. As a result of these War Reports, the Second World War was the first war in history that people could hear – with the blazing and crashing of guns and bombs – raging thousands of miles away. 
During the War, the BBC produced an additional five hours of programming a day for the North American Service, and as part of this programming, imaginative propaganda was produced by poets and writers to encourage America to enter the War. For example, Desmond Hawkins and Louis MacNeice produced a series called The Stones Cry Out, which documented the devastating effect of the Blitz on London’s famous buildings. Other programming often used dramatic reconstructions to give the audience a fuller sense of events that were impossible to safely document in sound – for example, an air raid (Hawkins 1999). 
The BBC also drew upon its pre-war experience in regional broadcasting, producing a variety of programmes in which ‘ordinary folk’ - both civilians and army personnel - were brought to the microphone from factories, military camps, or the bombed-out streets. D. G. Bridson’s Billy Welcome and We Speak for Ourselves, and Francis Dillon’s Country Magazine, heralded a new impetus to bring the actual workers and farmers contributing to the war effort onto the airwaves in order to be celebrated as everyday heroes (see Black 1972: 128-135). With the coming of the Second World War, the working class soon became a major centre of attention for the BBC’s morale and propaganda activities on the home front. 

Having consolidated his standing as a pioneer of programmes and features by and about the working class with a nationally broadcast series launched in 1940 called We Speak for Ourselves, D. G. Bridson was asked to apply his talents to propaganda features about the worker. In 1941 he initiated the series Billy Welcome, which was an adaptation of his earlier Harry Hopeful series with Wilfred Pickles replacing Frank Nicholls. Billy Welcome saw Pickles and producers travel around Britain, recording for assembled audiences in factory canteens (Scannell 1996b) but also consolidating the BBC’s record in the coverage of traditional ways of life by documenting unchanging rural occupations remote from the spectre of war. Bridson shared a belief with many other BBC colleagues that this was necessary, as “people who spent their days in a factory were entitled to forget the place when they came home for the evening”, to look back to scenes they had known before the war, and forward to when they might visit them again (Bridson 1971: 78). This was pastoral broadcasting in both senses of the word. A Sheffield woman testified, for example, that Romany’s “talks of the country gave us the sensation of security and peace” (quoted in Longmate 1971) when she was a schoolgirl during wartime (‘Romany’ was G. Bramwell Evans, a North Region storyteller). W. Farquharson Small recalled the production of several of the rural Billy Welcome programmes: 

[Wilfred Pickles and I] travelled Galloway and Carrick together and out of all the dozens of men and women we met on farms, in pubs, in little workshops, on quayside and roadside we chose a clogmaker, a stonedyker, a fisherman, a potato-farmer, a weaver, an artist and a blacksmith. I made it my first aim to catch the most telling phrases from our conversations with intended ‘subjects’ – and to weave them into the script in their true idiom (Farquharson Small and Charlton 1949: 14).

Scannell and Cardiff have asserted that the ‘cult of the ordinary’ reached its peak in the series Meet the People that W. Farquharson Small went on to produce in 1948 after working on Billy Welcome during the war (Cardiff and Scannell 1987: 167). This was a Light Programme​[31]​ series that aimed to humanize the industrial crisis by devoting each episode to the life and work of a single person. Some listeners clearly felt that some of these people could not maintain their interest throughout an entire programme:

‘For our health’s sake, let us stop painting a false and dreary picture of our nation as if it were entirely composed of industrial workers, salesmen and “clippies”’, wrote one correspondent, begging the BBC to portray heroic figures from British History such as Drake and Florence Nightingale (Cardiff and Scannell 1987: 167).

Cardiff and Scannell attribute such impatience with the series to the “demise of the wartime spirit of collective endeavour which had seemed, temporarily, to transcend class divisions” (ibid.).​[32]​ In doing so, however, they may have underestimated the determining role of ‘tired’ production techniques that sought to achieve the impossible task of ‘bringing the world to the studio’. The problem was still one of the artificial conviviality that scripting and the studio environment created; the ‘synthetic personalisation’ pioneered by the BBC for what were often propagandist purposes was often incompatible with a search for the everyman (or woman):

A mode of life characterized by austerity, modesty, constructed by hard work and built on a small scale does not lend itself to propagation through marketing (Illich 1981).

It is difficult to imagine in today’s media climate that there was a strong feeling within the BBC during this period that the listener would not accept the new ‘convention’ of the ‘actuality-narrator’, of people discussing their own lives and experiences. Farquharson Small had found himself “violently at odds” with most of his colleagues in the Features Department at the time, who had wanted to used repertory actors to voice all the testimony of the ‘subjects’, rather than solely for flash-back scenes of youth and other dramatised episodes (Farquharson Small and Charlton 1949: 19). 
Despite the precedent set by the War Reports, institutional protocols, outdated production techniques and cumbersome disc-recording technology inhibited the impetus to reveal social realities in human terms rather than through economic data or expert opinion. A report on radio features in the BBC Yearbook for 1948 paid tribute to the ‘outreach work’ that had been conducted to find speakers for Meet the People – but the problem was that the contributions as scripted lacked the immediacy and earthiness of the ‘raw material’ on which they were based:

In the current economic crisis the stubborn realities are often to be found not in neatly packaged analyses by economic experts but in the often incoherent, muddled, but deeply held points of view expounded, shouted down, drunk over in shop and pit, Union Lodge, club, and pub. That is where the producers of these programmes went for their raw material. It is always difficult for a BBC producer to convince a worker that he is not an agent of the Government or of the boss, or something equally remote and probably hostile (BBC 1948: 78-79).

Regional broadcasting had begun after a wartime hiatus on 29th July 1945, and the BBC management attempted, following the extreme concentration of broadcasting in London during the war years, “both to encourage regional development and to reflect life under then new Labour government by recruiting staff from a broader range of social backgrounds than hitherto” (McMahon 1999: 43). The ending of the war, which had itself forced the state into new kinds of collective mobilization, was followed by “the first social democratic government with a large and unimpeachable mandate for radical social change” (Chaney 1986: 247). The BBC’s reform of its own structures was therefore imperative as it enabled the Corporation to begin to reflect the widespread social and political challenges facing the country.​[33]​
One consequence of the BBC’s exalted status as a provider of news and current affairs during wartime was that the subsequent response to bulletins referencing local people and places in the Regions during the post-war era was overwhelming. It is believed that this led to a new bond between broadcaster and listener, which had not existed since the original local ‘metropolitan’ network of the 1920s (Beech 1968: 5), and which anticipated the localness of BBC Local Radio and of UK community radio. Such a trend directly contradicts the established view that the BBC’s Regional Service never recovered its pre-war vitality after its suspension during the Second World War (Scannell 1996a: 18-19).​[34]​ The post-war era, particularly the mid to late 1950s, also represented an auspicious time for the actuality-led radio feature, and other programming that featured ‘real people’. In a column for The Listener, published 10th January 1957, Michael Swan noted that, although it had not been long since BBC radio had begun to exploit the possibilities of the portable tape recorder on any scale, instances of the use of actuality could be charted across the schedule:

‘I am a tape-recorder’ might be the cry of scores of BBC men as they make their sallies into private homes, West Indian rum-parlours, Yarmouth trawlers… (Swan 1957).
  
However, we must be careful not to fall into the trap of technological determinism in overstating the importance of the portable tape recorder in the democratization of radio. The increasing relative power of the working class in Britain during the post-war period had determined that certain concessions had to be made to non-standard dialects in national broadcasting (Fairclough 1989: 73). In 1944, Kenneth Adam (then the BBC’s Director of Publicity) could boast that the audience for “Pickles, for Middleton, for Blake, for Wightman” were numbered in faithful millions, “gathered as much for the way they speak as for what they say”, and that none of these men had an “Oxford vowel” between them (Adam 1944: 33). In the late 1940s Pickles’ demotic series Have a Go! received the largest ever regular audience for any British radio or TV programme - 54 percent of the population (Tunstall 1983). BBC radio’s need to provide entertainment for the mass audience and to retain a share of the working-class audience attracted to television “required a style of literary and dramatic diction and of performance which was closer to the idiom of ordinary speech”:

It could not support a style of diction which was too refined or socially remote. The caricatures of demotic speech which had satisfied and amused the mandarin consumers of belle-lettres and socially exclusive theatre plays were not acceptable to the mass of listeners, most of whom spoke various forms of the demotic (Rodger 1982: 39).

The broadcasting of actuality was given a real boost by the BBC’s employment of poets and writers to record and collect oral material on acetate discs, who then sought to re-create this material in new artistic forms. With the expansion of the BBC’s radio output and the establishment of the Third Programme in 1946, new avenues were created for producers, writers, and skilled engineers to experiment with speech programming, under the guidance of Laurence Gilliam’s Features Department. W. R. (‘Bertie’) Rodgers, who joined the BBC at this time, pioneered a new kind of actuality-based feature using disc recordings, which was widely imitated and became known as the Radio Portrait. These Radio Portraits are commonly acknowledged as the definitive oral histories of vital Irish literary figures, such as Joyce, Synge, Moore and Yeats, built up from anecdotes and reminiscences of those people who knew them:

The fitful memory, the tongue-tip remark, the halts and flows and deflections of talk are what we tried to capture and record, being certain that this was work which belonged to radio more than to any other medium (Rodgers, quoted in Gilliam 1950: 206).   

Rodgers developed a technique of editing telediphoned scripts (an early dictation/transcription system which made use of wax cylinders). The actuality extracts as recorded were then identified, isolated, and edited together in the same sequence. Although each of the finished programmes was a ‘mosaic’ of memories, the original recordings had been lengthy and unguided interviews:​[35]​ 

Since it was clearly undesirable to sieve, and thereby arbitrarily to shape, their piecemeal memories beforehand, these were recorded at length and at random. In this way a great snowball of haphazard desultory talk was amassed, and in the light of after-study it was strictly edited, drastically cut, re-formed and linked together. Sentences, and even single words, were lifted into new contexts, fragmentary collections were dovetailed, viewpoints that were distractingly far removed were married in argument or agreement, people who in life had neither met nor known one another were made to meet on disc, were juxtaposed by accord or by contrast (Rodgers 1952: 138). 

Rodgers felt, like most contemporary oral historians, that the interview encounter itself should not be overly shaped or ‘sculpted’, and that the editor of recorded biographical material should ideally also have been the collector of it – he or she knows their interviewees intimately, and is best placed to judge how much ‘weight’ to put on aspects of their testimony. With the use of recorded actuality, the producer’s work often tended to combine what had previously been a separately administered ‘chain’ of roles or tasks – that of interviewer, sound engineer or recordist, writer, editor and narrator - and he or she was increasingly attuned to the creative possibilities that lay in the intersection of orality (the recordings) and literacy (the transcripts).
	





In this chapter I will draw upon archival research to examine how field-recorded actuality was incorporated by pioneering producers into Regional radio broadcasting in order to broadcast the voices of those layers of society excluded from access to public speech or membership of the public sphere in their respective regions, and in British society as a whole. By doing so these producers gave voice to the communities of the ‘peripheral’ working class and the ‘invisible’ or submerged underclass, to farmers, shipbuilders, miners and craftsmen and (in the work of Denis Mitchell) to the homeless, the unemployed, itinerants, and prisoners. These kinds of people had never been given an opportunity to freely express themselves in a public medium such as radio, and this had the potential to expand the listener’s awareness of the diversity of social groupings that actually constituted existing local, region and national ‘communities’. In many ways such broadcasting was continually redrawing the symbolic boundaries of these communities, and it thus represented the ‘cutting edge’ of public service broadcasting (see Chapter 1.8). Through its social ‘surveillance’ such work represented ‘the art of the welfare state’ (Norman Swallow, quoted in Corner 1991: 56). 

In the rest of this chapter this process of redrawing the symbolic boundaries of communities will be charted. The first case study focuses on Brandon Acton-Bond’s experimental programmes for the BBC West Region during the late 1940s and early 1950s, which magnified the surveillance of rural life to the micro-local level, whilst expanding this surveillance temporally by creating longitudinal studies through repeated recording visits.​[38]​ The second case study looks at a producer working for the BBC North Region in Manchester, Denis Mitchell, who mapped and chronicled the sub-cultural communities and non-conformist fringes of the urban North of England, in a manner reminiscent of British journalists and social explorers like Henry Mayhew or James Greenwood. Finally, a case study of BBC Northern Ireland producer Sam Hanna Bell’s actuality-led features will cast light on the demotic importance of the producer’s sound portraits of the folklore of rural Ulster and of occupational communities such as shipyard workers. These people, whose voices were heard as a result of the activities and interventions of BBC producers, had never gained access to the airwaves before, or at least had certainly never been heard speaking their own words in a spontaneous manner.


2.2	Brandon Acton-Bond’s Micro-Local West Region Features

The fact that British citizens heard rural affairs being discussed by agricultural workers on the airwaves in the wartime series Country Magazine helped to raise the prestige of the national agricultural community, which consequently lost some of its rural ‘taint’ (Rose 2003).  However, portraying (national) unity through (regional) diversity was problematic as an aim, and it was to remain so during the post-war era. For the West Region staff that had pioneered Country Magazine, representing the unity of their own geographically expansive and occupationally diverse region was itself a difficult task, and a number of programmes and series can be viewed as experimental attempts to widen and broaden coverage and surveillance of the Region.
County Mixture, a series of seven programmes of considerable length and complexity created by producer Desmond Hawkins (who was involved in scripting Country Magazine and would later become Controller of the West Region), sought to extend coverage of the region through a portrayal of each of the seven Western counties in sound ‘portraits’. It met with some acclaim from the rural audience, yet the experiment could not be sustained, as the idea was to capture the essence of a community in each programme, and a county was too large a unit to be considered a true community (Beadle 1951: 154). One of the most ambitious attempts to reflect rural life undertaken by the West Region was the series Village on the Air. Each week for two years a recording car was taken to a different village and ordinary people were invited to tell their own story.​[39]​ 


West Region features producer Brandon Acton-Bond, who was based mainly in the Plymouth station of the Region, was interested in building on these attempts to reflect everyday life within the West Country. Acton-Bond was also a pioneer of oral history, as evidenced by the series he produced Fifty Years Ago in the West of England, which was broadcast in 1950. This programme has been singled out for praise by oral historian Paul Thompson (1971) for its vivid recollections of Cornish tin mining and the clay-workers’ strike of 1913. In the late 1940s and early 1950s Acton-Bond made several features that, through examining the daily life of a small community, documented what we might term not oral history but instead the ‘oral present’. Acton-Bond created micro-local sound portraits, which presented a kind of microcosm of the region, and he did this by employing two ostensibly contradictory tactics; he gained the trust of programme participants and collaborated with them over an extended period of time, and he utilised unobtrusive and discreet forms of surveillance in the recording of actuality. Acton-Bond was a consummate ‘sound hunter’ (see Bijsterveld 2004 for an explanation of this term), who, in his skilful selection of microphone placements to catch natural sounds, employed experimental techniques, such as recording on location from a shooting brake (Anon. 2006). His innovative recording techniques were inspired by the natural history broadcasts at which the West Region excelled. They often involved recording people as the sound recordist Dr. Ludwig Koch (who conducted a great deal of work in the BBC West Region) recorded wild birds – leaving the microphone ‘in position’ long enough that the birds (or people) ceased to notice it, and then activating the microphone and beginning the recording process (Beadle 1951). 

For example, in the feature The School On The Moor (1948), Acton-Bond placed a microphone in a village school class-room for a week, after which the children grew accustomed to it as ‘part of the furniture’. Then, without their knowledge, the microphone was activated, and a great deal of ‘eavesdropping’ actuality was recorded on acetate discs during the winter months to provide the basis for the feature, which was then narrated by the schoolmaster, Reg Bennett. The range of actuality featured in the finished programme includes arithmetic lessons, a school assembly, recitations, nursery rhymes, piano and choral practice, playground games, and sounds such as that of the children drinking milk from glass bottles with straws. 
The programme was partly organised around a comparison of school life today with the school life in the late nineteenth century, with Reg Bennett quoting from the school’s earliest logbook, which dates back to 1878. The programme is based entirely on first-hand experiences, and yet a kind of thesis discreetly emerges - about how little has changed over the seventy-year period in terms of material conditions and soundscapes, but how much has changed in terms of social attitudes towards the discipline of children.​[40]​

Another experimental local feature made by Acton-Bond was entitled Year’s Round at Bolventor (1951), during the making of which he made repeated visits with recording gear to this village on the edge of Bodmin Moor in Cornwall (where the school in the above programme was located). This was a longitudinal portrait of the village that allowed the producer to get thoroughly familiar with the community. Throughout the year almost every small social event in the life of the village was recorded for inclusion in the edited feature, as a means of presenting an authentic sound picture of Bolventor over the course of a typical year. In Year’s Round, Acton-Bond recorded, in addition to the events themselves, actuality of preparations for most of the social events featured, as well as comments from participants and observers (such as that of Tommy Hooper and Reg Bennett as they watch a horse race at Bolventor Sports Day). In this way the listener gets a sense of work and leisure ‘processes’ unfolding within everyday life, with frequent examples of what Erving Goffman termed ‘backstage behaviour’ or ‘back region’ communication.​[41]​ 

The programme is notable for this consistent attention to ‘performances’ that are an integral part of the fabric of social life and (presumably) not enacted especially for the production, and it seamlessly stitches together the social rituals, ambient sounds and private ‘asides’ of the micro-public sphere.​[42]​ Though the programme is inevitably provincial and parochial, it documents social history of a unique sort, by recording local festivities and celebrations, and restoring collectivity and community context to broadcast spectacle and sport. Year’s Round is one of those rare examples of a programme in which the producer set out to comprehensively record a sonic reflection of the living present, and which now functions in the modern context as ‘sound heritage’. At this point it might be useful to refer to Ridington’s (2006) distinction between oral history and acoustic history. Whereas oral history is an account of the past using spoken words, acoustic history is an account of changing soundscapes:

Acoustic history is the history of events as they are heard, rather than objects as they are seen, while oral history is a narrative account of events by participants (Ridington 2006: 51).

Acton-Bond’s programme in a sense also represented a local or regional analogue to the kind of national broadcasting perpetuated by the BBC during the 1920s and 1930s, when it sought to inculcate a sense of nationhood, belonging and community through the sustained use of outside broadcasts, and an ingrained emphasis on national ritual and royal events (Mackenzie 1986).​[43]​ During this period the BBC broadcast thousands of outside broadcasts, including such diverse fare as religious services, opera, plays and music hall entertainment, dance music, public speeches, ceremonies and sporting events.​[44]​ As Scannell and Cardiff observe,

Nothing so well illustrates the noiseless manner in which the BBC became perhaps the central agent of the national culture as its calendrical role; the cyclical reproduction, year in year out, of an orderly procession of festivities, rituals and celebrations – major and minor, civil and sacred – that marked the unfolding of the broadcast year (Scannell and Cardiff 1991: 171-172).
 

As many of the Outside Broadcasts originated from London or the other urban centres, the Regions came to excel, almost by default, in programmes that reflected back to their audiences the culture of everyday life in the areas they served (Scannell 1996a: 14). They did this most successfully through the development of Regional outside broadcasts and features. Acton-Bond’s experimental programmes represented a micro-local approach to the reflection of everyday life within a region, which blended these two programme genres together.​[45]​ 
It is arguable that the life of the typical English village, as documented by Acton-Bond, could never hope to provide what might be regarded as a truly ‘broadcastable’ event of the kind that were documented by BBC Outside Broadcast staff - if it could it would not be a typical English village (Beadle 1951). Perhaps this was Acton-Bond’s point – West Region listeners were reminded that each town, village or even parish had its own unique calendar of ceremonies and rituals, in contradistinction to the national calendar. 

Acton-Bond’s ‘local outside broadcasts’ can also be contrasted with the national outside broadcasts of the BBC in a broader and more profound sense. It has been observed that the shared narratives or ‘social memory’ of differing groups can attest to varying perspectives on past events. This is especially evident in the disparity between narratives of rural or isolated communities and the timelines of ‘national’ histories. National memory is regarded as the most widely held but also the most contested form of social memory (Tallentire 2001). Discussion or memories of the Second World War, for example, are conspicuously absent from Year’s Round, despite the fact that the feature was made in the period immediately following the end of the war. Perhaps we can say that in portraying a local vernacular reality,​[46]​ the programme abstained from the rhetoric of reconstruction that may have characterised the ‘official’ discourse of the BBC at that time.​[47]​ The programme might also be said to demonstrate the way in which many aspects of popular culture exuded a sense of stability and traditionalism in the immediate post-war years – people engaged in and valued leisure activities and social rituals in much the same manner as they had before the war (Philips and Tomlinson 1992: 9). 

	Acton-Bond’s unusual production methods clearly evidence a desire to capture everyday settings, social interactions and ‘naturally occurring’ situations. His aim was similar to that of ethnographers, who hope to minimise their influence on the life-world that they set out to record, in order to facilitate open and unguarded expressive behaviour. One of the advantages of documenting social life in ‘natural’ and public settings is that there are a great many social actors whose presence and significance is countervailing to that of the ethnographer or sound recordist (see Hammersley and Atkinson 1983: 110, 191). In this way their presence has little or no effect on the pace or content of events, and as they record extensively they are able to document many conversations and ordinary interactions with a minimum of interference (Ridington and Ridington 2006: 79). 

The ‘eavesdropper model’ of radio broadcasting recognized by Bell (1997 orig. 1984) and experimented with by Acton-Bond has not been adequately recognized, discussed or theorized, except perhaps in discussions of radio art and sound installations. In his discussion of ‘broadcast talk’, Scannell asserted that the effect of listening to radio is precisely not that of overhearing talk not intended to be overheard; that all radio talk is public discourse (Scannell 1991: 1-11). While this was once the normative model of studio-based discourse in radio, I would argue that the use of actuality in radio features and of experiments in perspective in radio drama has pioneered and popularized an alternative ‘eavesdropping model’ of discourse. BBC radio producers have always given a great deal of consideration not just to what kind of environments might be recorded as vivid actuality material for radio broadcasting, but also the way in which the resulting actuality would itself be affected by the manner in which it was recorded, and how to counteract the inhibiting effect of the introduction of recording technology to the social environment.​[48]​ 
Acton-Bond’s experiments can, in fact, be traced back to early experiments in storytelling through the atmospheric or informative use of sound. The German tradition of the ‘hörspiel’ is of great relevance here, a form of radio drama in which a soundscape is constructed, through extensive use of sound effects, actuality and ambient sound. As early as 1927, Otto Alfred Palitzsch had critiqued radio’s tendency to act merely as a conduit for the other arts by transmitting plays by Ibsen and Shakespeare, calling for a new kind of “pure radio play that is not somehow carried by a choir or geared to voices and music but is integrated into an acoustical atmosphere at which the hooting of the automobile and the bray of a donkey are able to find their place, just like the whistle of the wind and the chiming of devotional bells in a village church.…” (quoted in Heinzelman 2004: 48). 

In Britain there had likewise been a rich tradition of attention to soundscapes in radio drama, although the same tendency in radio features (the ‘sound portrait’) is not so well documented. Quayside Nights: Plymouth (Worsley 1935), produced by Francis Worsley and broadcast by the BBC West Region on 10th August 1935, is a pre-eminent example of a sound portrait. This programme featured specially recorded actuality of tradesmen and workers on Plymouth’s quayside – the sound of Barbican fish market salesmen selling lots is interspersed with the sounds of cranes and winches loading pig iron. Later that same year, a radio feature called Dinner is Served (Gilliam 1935) (produced by Laurence Gilliam, devised by Gerald Coxon, and broadcast on the national Home Service on 17th October) depicted through sound the organisation of the national food supply – the production and distribution of vegetables, fish and meat from source to consumer, featuring, for example, the testimony of a Lowestoft herring drifter skipper and girl gutters and packers. Such programmes not only added a new dimension to radio broadcasting through their use of actuality; they also represented ‘thumbnail sketches’ of work processes underlying everyday life that a great deal of people took for granted. A column in an edition of Daily Worker the following year (February 7th 1936) chastised the BBC for the fact that this type of broadcasting was the exception rather than the rule, and asserted that the Corporation was mired too deep in its ‘battleship organization’ to mingle with real people:

The microphone could be the ear and the voice of millions, a sharing of experience by means of which people become alive to themselves. Today it is only a platform for old men to lecture at us. Just imagine listening to miners from their galleries underground, a walk round East London, a trade union meeting, soldiers talking to fishermen… (Audit 1936: 7).

As with the introduction of ‘sync sound’ lightweight cameras in documentary filmmaking (see Taylor 1998), the refinement of mobile recording techniques (such as the introduction of the tape recorders) enabled the producers who followed Acton-Bond’s example to record individuals and interactions in informal settings in a way that had not previously been possible without recourse to studio dramatization, with its intrinsic fictionalization. This development in radio features was – again, as with documentary film – often contiguous with the avoidance of the expository or editorial commentary that had dominated the form until this time, and which had tended to conflate the voice of the narrator with that of the programme itself, and, in turn, with the voices in the programme.
In Acton-Bond’s features about Bolventor life he negated this problem by contracting a member of that local community to perform the role of narrator and scriptwriter, so that his voice performs a constituent role within the programme as it did within the community. Hendy has written about this technique as utilized in a latter-day programme called Spar Boys (transmitted on BBC Radio 4 on 11th July 2001), which is “narrated by someone with experience of his own” (Hendy 2004: 179-80, emphasis in the original). Whereas presenters/narrators have increasingly been positioned as ‘ordinary’ co-members of the listeners’ life-world, these radio documentaries feature presenters/narrators who are also members of the life-world represented in the programme. Thus Acton-Bond’s work can be regarded as a groundbreaking experiment in co-production, and in presenting the soundscapes of an acoustic environment coterminous with that of the rural West Region listener.  
   

2.3	Sound and Subcultures: Denis Mitchell in the North Region

With the refinement of mobile recording techniques, the subjects of radio features could live, breathe and speak for themselves, and occupy a relationship to the maker(s) of the programme and to the programme-as-text which was more active, more autonomous and more clearly discernible than ever before. In the work of Denis Mitchell for the BBC North Region this kind of empowerment was offered to the disempowered of the urban North – the tramps, buskers and downtrodden who Mitchell was particularly interested in and sympathetic towards. Although listening to his programmes often suggests that his role as radio producer approached the status of ‘eavesdropper’, Mitchell (like Acton-Bond) was, in fact, concerned to build up relationships with his subjects, viewing the recording process as a means by which to befriend them and solicit their participation. As with Mitchell’s equally groundbreaking later documentary work for television, the experience of listening to his radio features is often an active one of trying to make sense out of snatches of conversation overheard, and this is arguably more demanding than being fed the programme-makers point-of-view through a narrative commentary. A case can be made that to the extent that it is demanding it is also empowering, for the listeners and subjects alike, since they are both given a different freedom and authority to interpret within the programme. 

Such a perspective reinforces the idea that Denis Mitchell’s work for radio and television can retrospectively be characterised as a kind of ‘popular ethnography’ (Corner 1991), and he certainly possessed the ethnographer’s skill in penetrating micro-local social worlds whilst minimising his influence on them, but his work was characterised by some notable disparities with that of Acton-Bond. Instead of recording the daily life of rural villages, he recorded daily life in the hidden corners and forgotten by-ways of the industrial heartland of the North of England. Mapping out the urban environment in sound was relatively rare in post-war Regional broadcasting, despite the precedents that had been set by D. G. Bridson’s industrial ‘folk operas’ and Olive Shapley’s actuality-led portraits of miners and lorry drivers in the North Region in the 1930s. As Philip Donnellan recalled of feature production in the Midlands Region during the 1950s,

We constantly explored the countryside but never, in a methodical way, turned our talents towards exploring, evaluating, supporting, dramatising, criticising the urban life and the industrial background which was the real world of most of the audience… (Donnellan 1988: 9-10).

Instead of adopting Acton-Bond’s technique of extending the democratization of the production process by conceding the element of narration to one of the programme participants, Mitchell generally preferred to dispense with it altogether, or (as in The Railway King, broadcast in 1952) commission innovative folk-song narration from Ewan MacColl, anticipating a key stylistic feature and organizing principle  of the Radio Ballads (1957-1964). Whereas Acton-Bond’s work emerged from contemporaneous attempts to reflect the rural folklife of the BBC West Region, the Mitchell’s urban ethnography for the BBC North Region was, for the most part, unparalleled, as Mitchell’s North Region secretary Marjorie Ruse confirmed in an interview with the present author (Ruse 2009). However, Mitchell’s approach resonated with and extended BBC Manchester’s past reputation for producing radio feature programmes with an adventurous use of actuality and thought-provoking social content. In this way, Mitchell can be seen as an inheritor and upholder of the rich tradition of North Region feature production in the 1930s, as represented by the work of Olive Shapley and D. G. Bridson (and the wartime and immediate post-war work of Cecil McGivern and Norman Swallow). 
Like Acton-Bond and like his North Region predecessors, Mitchell can be seen as a pioneer of the use of the portable recording equipment in radio production, which is something that can be attributed in the first instance to formative radio work in South Africa. In 1946 - on demobilisation from the Second World War - Mitchell got a job at the South African Broadcasting Corporation (SABC) as a writer-producer. It was propitious that the SABC had acquired a ‘job lot’ of wire-recording equipment from the American army, which Mitchell used to record a variety of interviews across South Africa for the weekly series’ Our Country and Roving Reporter, and so by chance he had the opportunity to gain experience in making radio programmes out of ordinary people’s speech.


Mitchell (far right) during production of his radio feature Rhodesian Journey, circa 1953 (Picture courtesy of Betty Mitchell):

This was an auspicious beginning in the light of Mitchell’s future work, yet several adverse factors served to obstruct his collection of wire-recorded actuality. SABC management often decreed that the sound quality of such actuality was not sufficient to broadcast, and this was a period in which the SABC had only just begun to produce radio features, and tended to follow the BBC’s pre-war strictures in soliciting only scripted material (Bridson 1971: 133; Miall 1990). However, it would seem (from the evidence of South African newspaper sources)​[49]​ that Mitchell managed to obviate these strictures by travelling with a recording engineer as part of a mobile unit (to ensure high-quality actuality), by making use of disc recording technology (as the BBC did), and by classifying his own collection of actuality as part of a scriptwriting process (and classifying his own role as that of script-writer). 

Mitchell was developing skills as an interviewer and as an editor. More generally, it was at this point in his life that it dawned on Mitchell “that the ability to record people talking at their jobs and in their homes was not a mere novelty but a most important new means of communication” (Miall 1990). The pinnacle of Mitchell’s actuality work in Africa occurred in 1947, when he spent 32 hours without a break editing an hour-long edition of Our Country, which featured 140 voices from all over ‘the Union’, and which incorporated oral testimony from an average of two and a half acetate discs every minute (Anon. 1949).


That same year D.G. Bridson, then Assistant Head of the BBC Features Department, was invited by the SABC to cover the Royal Tour of South Africa. Befriending Mitchell, he suggested to him that he could find him work in Laurence Gilliam’s famous Features Department in London. Soon Mitchell returned to Britain and took Bridson up on his offer; “I was an unwitting cuckoo in that literary nest. I was surprised to find the BBC at that time had no wire or tape machines and – so far as I could judge – no interest in them” (Miall 1990). That there should be this ignorance or even downright hostility about the new technology of tape can partly be attributed to the sizeable financial investment that the BBC had in disc-recording technology. It can also be attributed to the production methods and institutional protocols that had long been adhered to within the BBC, and which had become deeply entrenched within the Corporation as part of its paternalist ethos. Mitchell’s explanation of this in an interview is worth quoting at length:

…I discovered to my absolute surprise that nobody in the BBC even knew about tape. It was amazing…if they were doing Down Your Way they would go out and find, say, the local blacksmith and they would either record him on [acetate] disc but usually take it down in shorthand, then transcribe it, then tidy up the bits, you know the hums and ahs, and they would write it into a script and get him, the blacksmith, to actually do it. It was incredible. And nobody had thought of using the actual person, unless they were set up and reading a script. It is true that at the time nobody listening to features ever heard real people talking – they were always actors or else reading from a script, which most people couldn’t do anyway. This seemed to me to be ludicrous and so I started off on quite another tack. Something that really nobody was doing at all, and so that when I got launched with a series called People Talking it was an astonishing success mainly because for the first time ever they were listening to real people saying whatever came into their minds (Mitchell, quoted in Corner 1991: 49-50).    

After a stint in the Features Department in London, Mitchell attained his ideal job by becoming a features producer in Manchester, in succession to Norman Swallow, who was later to become his close collaborator in television production. Philip Donnellan, the television documentary filmmaker whose approach to montage soundtracks and interest in working-class life was highly influenced by Mitchell’s work,​[50]​ described Mitchell’s arrival on the Regional broadcasting ‘scene’ in his unpublished memoir We Were The BBC, which is held at Birmingham Central Library:

In the BBC Manchester was a very cool customer indeed: Denis Mitchell, a dryly monosyllabic journalist newly arrived from a stint in South African broadcasting, [who] became Features Producer in Manchester in 1950. In the following years he did powerful work with Ewan MacColl and when the “midget” [tape-recorder] came on the scene Mitchell grasped its possibilities at once: he took his machine into the clubs, the stews, the lodging houses of Manchester, and with scarcely a word, holding the mic with one hand and a ciggie with the other, encouraging people only with his look of battered and opaque world-weariness, he recorded “People Talking”. It was remarkable. A new Mayhew. A combination sometimes of Dostoievsky and Jack London… (Donnellan 1988: 36).  

One of the first BBC radio features in which Mitchell made extensive use of actuality was Lorry Harbour. Broadcast on Friday 4th January 1952, it portrayed the life of long distance lorry drivers who travel the ‘trunk’ roads and stop at all-night transport cafes. On Lorry Harbour Mitchell collaborated with Jim Phelan (1895-1966), an itinerant tramp and autodidact who wrote countless books about life as a traveller, and who had made acquaintance with many drivers at the all-night cafes or hitching a ride in their cabs. Phelan was contracted (he was paid 30 guineas) to research the feature, to provide Mitchell with ‘actuality contacts’ (interviewees to record), and to co-author the script. A letter from Mitchell to Phelan dating from 21st October 1952 reveals that Mitchell was trying to persuade the North Regional Programme Head to agree to the idea of expanding the Lorry Harbour experiment into a trilogy, which would make use of Phelan’s encyclopaedic knowledge of itinerant life; there would be the current feature about lorry drivers, and one on tramps and one on buskers. The letter also reveals Mitchell’s disinclination to plan or pre-script his features – this preference for spontaneity was consistently maintained throughout his career. He admitted, 

[I]n this programme, neither of us quite know what we’re looking for, or what shape the programme will finally take. But there’s no other way of going about it. On the recording side, I have one cardinal rule always in mind – that listeners are generally more interested in how things are said than in what is said.​[51]​

This was a cardinal rule that Mitchell believed in and adhered to all his life. In 1974 he repeated it in a promotional leaflet for his series of documentary portraits Private Lives, for Granada Television:

I try to listen to people on two levels: to what they say and – more importantly – to how they say it. It’s in the rhythms and falls of everyday speech that people reveal their truth, their quality and strength. If you like, you listen for the poetry behind the prose. I once made a film about life in prison. What I remember most was the droop in the voices of the prisoners, every sentence fell away. That told me more about prison than a blue-book of facts.​[52]​

Charles Parker, the BBC Features Producer who worked for the BBC Midlands Region (I will discuss aspects of Parker’s work in Chapters 4 or 5) shared this fascination with ‘popular speech’, and the understanding that ‘oral documents’ transmit not only the information conveyed through the speech of the speaker, but also information about the person who gives voice to them. 
Another important corollary of Mitchell’s understanding of the inimitable quality of popular speech was an attention to dialect. Cross-dialect humour and conversation was actively sought out in the production of Lorry Harbour, as an itinerary makes clear (unfortunately the programme itself, like the majority of Mitchell’s radio work, does not appear to have survived). In addition to recording ambient sounds (gears, brakes, doors shutting, horns), ‘place-names’ and ‘goodbyes’, special attention was given to potential varieties of speech at the Aero Café (“the Tyneside drivers and London drivers meet here”), and the clash of east-west accents at the Flouch Café (“Where the Suffolk and Norfolk men meet those from Lancashire and Cumberland.”)​[53]​

Regional accents and culture were also promoted by Mitchell in a series of experimental programmes he developed with Robert Hudson, an expert commentator on sporting events and presenter of outside broadcasts, who was renowned for his meticulous pre-production research. These large-scale special programmes sought to build up ‘panoramas’ of various Northern cities through the amalgamation of live commentary (outside broadcasts), studio narration and carefully edited actuality.​[54]​ For Tonight in Liverpool, broadcast August 10th 1954 on North Region, London and Midland Home Services, Mitchell and Hudson co-ordinated a network of seven or eight reports ‘on location’ from different sites across the city, building up a picture of the city piece by piece through sounds and voices:

From the view seen from the cathedral tower the story was taken up by a voice on a ferry-boat; the dancing at Atlantic House, where seamen meet, faded into the nightly Benediction when the dance hall becomes a church. We heard of old Liverpool songs, and of new Liverpool housing estates; of repairs to the docks and of communal washhouses; of the Mersey Tunnel and of the Lord Mayor’s coach.​[55]​
  
Paul Ferris, writing in The Observer, felt that Tonight in Newcastle, broadcast in March 1956, was “full of pointers towards the way radio techniques are developing” and that it had the best of both worlds – “on the one hand a feeling of immediacy; on the other a prepared script read by a professional, and interviews with local characters who had been persuaded to talk at leisure” (Ferris 1957: 7).

Mitchell’s next actuality-led project, which was to monopolise his attentions until he moved to television, and which, in fact, occupied him until leaving the BBC North Region entirely (in 1959), was the occasional series People Talking (1953-1958). The series demonstrated a truly innovative approach to the use of actuality, predating the similarly motivated approach of the Radio Ballads (1958-1964), and the series represented a validation of Mitchell’s belief in the great potential in using the mobile tape recorder ‘in situ’, letting people speak for themselves, unfazed by the alien environment of the BBC studio. Mitchell recorded dozens of tapes for each programme in the homes, streets, pubs, boarding houses, and revivalist chapels of the North, bringing back hour upon hour of spontaneous talk. From these tapes he gleaned idiomatic epigrams, thoughts and reflections, which he then wove together in new combinations to create juxtapositions of homespun philosophy and concrete opinion. In the series Mitchell utilised an impressionistic montage style of tape editing, designed (like the observational filmed documentary which Mitchell would go on to pioneer) to present an impression of real life, of “unfettered access and unmediated construction of an individual or community” (Nichols, quoted in Crook 1999: 208).  
    
Mitchell’s first programme for People Talking was The Drifting Sort, which was broadcast on the North of England Home Service (subsequently NEHS) on 22nd October 1953, and was repeated on 17th May 1954 on the Light Programme. The programme focused on tramps, hobos and buskers, and most of the actuality recordings were made at the Chepstow and Francis Street hostels of the Salvation Army in Manchester.​[56]​ A draft prepared for the programme’s Radio Times entry describes it evocatively:

On Thursday evening an unusual actuality programme, which attempts to capture the speech and hopes and stories of an almost unmapped section of human society – “The Drifting Sort” – will be broadcast.

Denis Mitchell, who devised and produced the feature, made many of his recordings in a hostel in Manchester which lies in the shadow of Strangeways prison. There, every night – along with many ordinary and hard working people – come some of the drifters of society…the hobo and the busker, the criminal and the drunk, the young man with a grievance and the old man without hope. Here, in an atmosphere of kindness and cocoa and scrubbed walls, they told their stories to the microphone and gave their opinions on life, themselves and society. In fact, there was only one subject which they seemed to avoid – their own future. “It doesn’t bear thinking on,” said one man. “Let it look after itself.”

The title of the programme was suggested to Mr Mitchell by an old man he met in Liverpool, a nightwatchman who looked after a modern factory which has been built in a poor area of the city. When asked what he felt about being left alone on the job he said: “I feel sometimes that this factory is a kind of ship, a golden ship sailing on through the night, and I am in the ship and safe, and outside I see passing a sort of human tide, the flotsam and jetsam you might call them, the drifting sort.”​[57]​

The Drifting Sort was further proof of Mitchell’s intention to ‘map out in sound’ subcultures and communities, hidden and sequestered layers within society almost entirely ignored or forgotten in public life. This process of mapping out subcultures was possible due to the flexibility and immediacy of radio – the ability to move about and record or report ‘on the spot’. The arrival of the tape recorder meant that Mitchell could roam the urban streets of the north at will, gathering actuality material to edit and compose into features. 
It is important to remember that the use of technology in the early days of actuality recording was somewhat akin to the specialized order of knowledge possessed by a priesthood (Reynolds 2005). With the advent of the tape recorder, the ‘basic unit’ for radio could consist of one man or woman, which made it easier for the non-professional to take part, thereby creating a greater possibility for the demystification and democratization of technology, and of public access to the medium (McLeish 1978: 17). This is vital to an understanding of the expansion of access to the means of broadcasting and filmmaking that portable sound or film recording technology, and community media afford, create and represent, as we will see in Chapters 4 and 5. However, the point is also germane to our present understanding of Mitchell’s daily work in the BBC North Region. Programme files at the BBC Written Archive in Caversham reveal that Mitchell was occasionally aided by a number of people who he contracted to conduct initial programme research, seek out interviewees for prospective programmes, co-author scripts, and even collect actuality (conduct interviews) themselves.
	 
It is often forgotten - given his status as a kind of documentary auteur - that Mitchell made great use of collaborators and informants throughout his career in radio and television, and this can be seen both as a means of breaking the bounds of restrictive institutional protocols and skill hierarchies, and as a corollary of his perpetual role as ‘facilitator’, in enabling ordinary people to speak without the intervention of a critical voice. As John Corner has observed, Mitchell saw documentary “as an exercise in co-operative communication” (Corner 1991: 54).  The man who was described by Kenneth Adam as a “lone-tracker”​[58]​ nonetheless felt the need for collaboration throughout his work, and aspired to act as a facilitator of ideas:

He felt he was mistakenly regarded as a creator of ideas, whereas in fact he relied on being stimulated by other people and then nourishing and bringing to fruition the subject being given to him.​[59]​

An example of this sort of collaboration can be found in W. Ray Davies’ work for Night in the City, an attempt to capture the atmosphere of a city at night, broadcast on 1st February 1955 on the NEHS, and later that year (8th April) on the Light Programme.​[60]​ Davies was commissioned by Mitchell to spend two nights (11.00pm – 4.00am) touring Manchester in search of copy, and to provide possible contacts suitable for actuality treatment.​[61]​ Here is an extract from Davies’ report ‘Thoughts About Manchester After Dark’, which I have reproduced here in a tabular form:​[62]​

I see the sleepless city of Manchester as a city of contrasts which are as striking as the light and shadow of its streets at night…
Midnight hymns or what have you in a convent… 	Girls on “The Dilly”…
The man who cleans his teeth last thing at night…	The man coping with thousands of gallons in the sewers…
The conductor of the all-night bus - his sportive passengers…	Night sister in the silent ward – her wakeful patients…
Radio talk of a cruising taxi…	Radio talk of a police car…
Idle talk of the coffee-stall philosophers…	Idle talk of the press-club regulars…
Hopeless talk of Picadilly jobless…	Breathless talk of pitmen working directly below Picadilly in mine which stretches that far from Bradford Colliery…

Davies’ report clearly influenced Mitchell’s approach to the programme, which did juxtapose many such contrasts and incorporate many such scenes and activities. For example, there is a scene in a convent with nuns singing the Night Office; a scene in the Casualty Ward of a hospital; a scene with a sewer workman singing during his break; a scene in a cotton mill with a rat-catcher at work; testimony from a taxi-driver; and a ‘knocker-up’ going about his work. A description of the television ‘version’ of Night in the City captures this sense of contrasts:

[Mitchell] took the viewer to the railway marshalling yards at midnight, to the little night watchman sitting with his face lighted up by the glow of his brazier, to the hush of the midnight hospital ward, to the rattle and bang of the Post Office sorting room, to the garish lights of Manchester Piccadilly’s crude night life – and then straight into the quiet of the Poor Clare convent at Levenshulme, where thirty nuns were singing their Night Office at 2am (Andrew 1963: 5).

A masterful touch in the finished programme was a ‘scene’ in which a police sergeant taps the pavement with his truncheon, to create a noise which is then answered by the whistle of a policeman on the beat, in a nearby district. The night is so silent that both sounds are clearly audible, which suggests that the police have attained a supreme command over the locality. This ‘audio motif’ was actually suggested by Davies, in a letter to Mitchell:

I feel we might do worse than have a policeman in it somewhere, if only for his footfalls. Incidentally, I don’t know if you have heard it, but the rattle of a sergeant’s nightstick on the pavement to call the man on the beat to a certain spot has a sound both of urgency and security.​[63]​
 
Davies also suggested MacColl’s song Dirty Old Town as a theme song for the programme (it was subsequently used on the programme, as performed in a new ‘jazzy’ version with MacColl accompanied by the Jamaican guitarist Fitzroy Coleman), and Davies provided useful comments on the actuality recordings that Mitchell had made for prospective inclusion the programme. Yet we must also remember that Night in the City, like much of Mitchell’s BBC work for radio and television, is characterised by unusual testimony that could not possibly have been scripted, and this can be attributed to Mitchell’s unconventional methods of collecting actuality:

He sat late at night with his [midget tape] recorder on a piece of waste ground, waiting for “night birds” to come up to him through curiosity – prostitutes, tramps, criminals. One boy told him how he had knocked down an old lady. “They came like moths attracted to a candle,” he said.​[64]​

This anticipated the approach to recording which would be used decades later by the sound artist Hildergard Westerkamp in the regular programme Soundwalking, broadcast on community radio station Vancouver Co-operative Radio in the mid to late 1970s:

I developed an interesting, fairly passive style of recording. I would just stand someplace and record. Then people would approach me. I got some very interesting conversation. I found the tape record a way of accessing this landscape… (quoted in McCartney 1995).

Mitchell combined a passive approach to recording with an active approach to editing - through his skill in gathering and editing actuality and ambience we gain the “strong pervading sense of a single sensibility responding to widely diverse materials” (Reisz 1959: 52). Listening to the programme, it is difficult not to share Mitchell’s infectious sense of wonder and mystery at the city at night and its unique soundscapes.​[65]​ For example, Mitchell makes very effective use of the abrasive and unearthly sound of an iron lung ‘pounding away’ in a hospital, which he refers to as ‘the heartbeat’ of the city itself.​[66]​ His brief stint as a scriptwriter in the BBC’s famous Features Department in London also undoubtedly contributed to his skill in conveying atmosphere in a succinct fashion through economical narration. Here is a scripted extract from the beginning of Night of the City:

1.  FX: 		(church bells and footsteps)
2. [PROSTITUTE:] 	You’re walking along the streets and you’re seeing all the lights on and you’re just wishing to yourself ‘Oh, if only I could get in there’ y’know. You’re walking about all night looking at things.
3. FX:		(up footsteps and fade under)
4. ANNOUNCER: 	Night in the city. It’s deserted and cold. But on the brick croft, round the watchman’s fire, in the shadows of the warehouse, there are people talking. People caught up in the restlessness and loneliness of the city night.
5. FX:		(footsteps and policeman whistling ‘Dirty Old Town’)
6. MITCHELL: 	Past midnight. Time to explore the city, this symbol of art and order, this beehive. Explore, for it’s no longer workaday and familiar; it’s an unknown land. A poultice of silence has been spread over it. Silence and shadow have transformed it, and have wrapped mystery and menace and beauty around the shabby warehouse, and croft and dock and bombsite and canal and shunting-yard.
7. FX: 		(‘Dirty Old Town’ theme) 		(Mitchell 1955)

The testimony of the night wanderers in Night in the City reinforce Walter Benjamin’s notion that “the [most] revealing presentations of the big city…are the work of those who have traversed the city absently, as it were, lost in thought or in worry” (Benjamin 1997: 69). Mitchell demonstrated that the urban streets could be both beautiful and terrible; through his actuality Manchester at night emerges as “[a] place of strange echoes and festering silences, overhung by a gloomy miasma of…compacted sounds…” (J. G. Ballard, 1960, quoted in Meza 2009). Despite the bleakness of the programme, Night in the City received an impressive Light Programme Appreciation Index of 71 – it had clearly piqued the interest of listeners, with its inclusion of an interview with a knife carrying ‘cosh-boy’, who had confessed to Mitchell about his near-murder of a woman for her purse. 

Mitchell’s new and promising work in television documentary was also bringing him more recognition, yet the concomitant demands on his time meant that he could only offer two new sound radio programmes in 1957, In Prison and Only Believe. In Prison, the first instalment of the third series, represented a continuation of his investigation of the ‘unmapped’ criminal elements of Manchester, an impression of life in Strangeways Gaol, which was broadcast on the Basic Home Service on 26th June 1957. In Strangeways Mitchell had gathered material both for inclusion in the radio feature and in a television documentary, which was the first time that any filming had been permitted inside a British prison. Mitchell had worked out an arrangement for both the radio and television documentaries with the prison authorities (the Commissioners), whereby he and his team were able to move around the prison at will, interviewing any prisoner unsupervised, on condition that the prison authorities could ‘vet’ the actuality extracts earmarked for use. Mitchell lived in the jail for three weeks, using a prison cell as his technical headquarters. The Commissioners were ultimately to approve the programme material with only two very minor amendments to the narration.
In this programme he explored the capacity of radio to penetrate physical barriers and link social groups otherwise denied social contact. However, whilst the programme was thought by the BBC’s listening ‘panel’ to be absorbing and illuminating, a sizeable proportion of the survey felt that Mitchell had given too much exposure to the self-pity of the prisoners, without showing ‘ the other side of the picture’; the reasons for their incarceration, and the damage they had wrought ‘out there’ in society.​[67]​ This suggests that some listeners were expecting a more ‘informational’ style of documentary, and also that they were not prepared to empathise with the prisoners, preferring to draw and maintain a symbolic veil to match the physical boundary that delineated their community from that of the incarcerated. This was despite Mitchell’s proviso (in the programme’s narration) that the programme is “not about how a prison is run, or the penal system…it’s simply about what it’s like to be shut away behind the high walls…about how self pity grows there like a mushroom, and how time passes…”​[68]​.

Mitchell’s radio work dealt with many subjects and people which some observers believed were not admissible in broadcasting, and, as with his Manchester predecessor Olive Shapley, the principle of collaboration with his interviewees was crucial to deflecting accusations of exploitation and voyeurism (Shapley 1996: 52). Mitchell did not attempt to formulate social problems but to “convey their feel in terms of people” (Reisz 1959)​[69]​. As Karel Reisz has observed about Mitchell’s work,

If…he uses “untypical” characters it is because he tries to find those who are most vulnerable to the social pressures he is describing. The outsider who has most to fear from the majority community can provide us with deeper insights into the workings of that majority community than those who are safely inside it (Reisz 1959) 

However, although he has often been referred to as a poet or artist of the documentary form, it is arguable that Mitchell’s work in radio was a continuation of that journalistic tradition of social investigation exemplified by the early Manchester Guardian:

The Guardian was no longer confining itself, as it had tended to do, to reporting what public men said and commenting on it, or to describing events which happened in the public eye or led to actions in the courts. It was itself making news out of the hidden occurrences of ordinary life, bringing out dark things, which the enlightened conscience of middle and upper class England ought to have known, but did not (Tremayne 1995: 33). 

In this way, Mitchell’s work can also be regarded as a continuation of the investigations into social problems conducted by the BBC Talks Department in the 1930s, such as S.O.S., Time to Spare and Other People’s Houses (see Appendix B). Mitchell’s avoidance of superfluous narration and editorialising, and his refusal to shape or distort testimony, were key factors that mitigated controversy at various points throughout his career.​[70]​ 
Mitchell’s next feature, Only Believe (broadcast on the Basic Home Service on Wednesday 10th July 1957), was an impression of divine healing services and revivalist campaigns held at the Sharon Full Gospel Church in Whalley Range, Manchester. With its testimonials of grief and loss, Only Believe was further evidence of Mitchell’s search for “the hurts” in people​[71]​ - the undercurrents of anxiety and hope which circulate amongst small groups excluded from the mainstream of society. Mitchell’s bosses had, by this time, begun to understand the deeper significance of his work; the potency of a sonic listening experience that immerses the viewer in a sense of pathos and understanding:

This is an engrossing, moving and sobering picture of a group of very humble people expressing a terribly acute need – spiritual, mental and physiological…”​[72]​ 

Mitchell had managed to convert the mode of the listener’s experience from one of diffuse distraction, in which the listener absorbs the work of art, to one of concentration, in which the listener is absorbed by or into the work of art. As Mitchell refined his role in BBC radio features, it was evident that he had found new and subtle ways to depict suffering and how it might be faced, in a way that aroused curiosity, rather than inducing weary indifference or revulsion in the audience (Hendy 2007: 377). 

As Asa Briggs has observed, “Mitchell was not only an explorer of the North: he was an explorer of all the arts and techniques of sound broadcasting” (Briggs 1979: 551). In an interview with the present author, Marjorie Ruse, Mitchell’s North Region secretary in the 1950s, revealed that Mitchell felt that he had covered enough new ground in radio and wanted to move on to ‘new pastures’ in television (Ruse 2009). In 1964, the year that the BBC Features Department was disbanded, journalist and broadcaster Val Clery (who in 1968 was to found the Canadian Broadcasting Corporation’s flagship current affairs programme As it Happens) wrote an article entitled “Broadcasting Against the Wind”, in which he diagnosed the BBC’s abandonment of the Mitchell-style actuality feature as symptomatic of “the same old-guard aversion to change and technical expertise [which] has largely wasted the advantages and opportunities thrust at radio when television became the mass-provider”:

It was left to a dogged broadcaster in the fertile Siberia of BBC’s North Region – Denis Mitchell – to demonstrate how the greatest technical advance in broadcasting history, the portable midget tape-recorder and tape-editing – could bypass the stale second-hand influences of script and studio, he showed you how a lone sympathetic reporter with his unobtrusive machine could put on the air the unembarrassed vital voices of ordinary people talking about themselves and their lives, without the nannyish corrective interruptions of a narrator. It is indicative of the entrenched strength of the old traditions that eventually Mitchell chose to move over to television, and indeed that he has now left the BBC to work freelance. His style of feature programme has virtually been abandoned (Clery 1964: 33).






2.4	An Antiphony of Voices: Sam Hanna Bell in Northern Ireland

More than any other individual, Sam Bell established the cultural values of BBC Northern Ireland. I believe he helped the community to begin to understand itself (Loughrey 1996: 69).

Whilst Denis Mitchell was circumventing the “stale second-hand influences of script and studio” (Clery 1964) by seeking out ‘the drifting sort’ in the cities of the urban North of England, Sam Hanna Bell was blazing trails across all the counties of Ulster with recording equipment in tow, seeking out experiences and tales from those rooted deeply within their rural communities. Bell was a published poet when he joined the BBC Northern Ireland, and later became famous for writing the classic novel December Bride. However, he spent most of his working life as a (prolific and talented) radio producer, delving into the rich folklore of the Ulster region in which he worked, and recording a great deal of oral history and folksong.​[73]​ He succeeded in nurturing local culture, in a divided community that was often ravaged by an intemperate political and cultural climate (Loughrey 1996: 67). That he had the freedom to achieve this can partly be ascribed to a more permissive attitude to the inclusion of regional voices in post-war British broadcasting: 

During the years after World War II, power began to shift from the highbrow commentators of the London studio to local Belfast producers, men who carried their recording equipment over the back roads of Northern Ireland to interview farmers, storytellers, and housewives. This shift from centralization to regionalization at the BBC was not specific to Northern Ireland - indeed all British provinces benefited from this post-war policy (Clark 2003).​[74]​ 

What this chapter attempts to show is that during the post-war era the BBC Regions proved their capacity to serve a vital purpose not specified or anticipated in the BBC Charter – the aural ‘reflection’ of British society in sound, which was given its chief impetus from the extensive use of mobile recording apparatus. If the post-war trend was towards a diversification of output and the attempts to identify, reach and address demographic or class lineaments (highbrow, middlebrow, lowbrow) through streamed programming, then the Regions had - even if only by default – found their own raison d’etre and place in the broadcasting structure. Namely this was the refinement of the techniques of actuality ‘collection’ pioneered by the North Region in the 1930s and by the BBC’s wartime correspondents, to document regional culture ‘on the ground’. 

In the late 1940s BBC Northern Ireland, which had long been shackled to the tripartite domination of ‘studio, London and RP’ (not to mention the influence of the Stormont Government) (Cranston 1996: 39), underwent an overhaul which was more radical and truly liberating in terms of output, than any of the other BBC Regions had ever experienced. The changes in output can largely be attributed to the appointment of Sam Hanna Bell as Features Producer (in Autumn 1945), John Boyd as Talks Producer (at roughly the same time),​[75]​ and the arrival of the new Controller Andrew Stewart in 1948, a boss who gave these men encouragement and ordered up-to-date equipment. With Stewart as Controller, the Northern Ireland Region began to work towards fostering dialogue across the divided communities, and developing consensus. This represented a radical departure from previous Station Director George Marshall’s determination that the station should remain “above every aspect of the sectarian division in Northern Ireland” (Cathcart 1984: 3). Marshall had systematically imposed a policy of non-controversial broadcasting, for example, ensuring that the 1935 riots were reported without analysis or even explanation of the facts (ibid, p. 3) 

Consensus was certainly not easy to achieve, however. Andrew Stewart was faced with an insoluble dilemma – contradictions arose at BBC Northern Ireland between regional and public service obligations. Should attempts be made to encourage or construct a (national, British) consensus in a community where nationality is highly problematic, or instead to reflect divergent traditions with their exclusive political and cultural attitudes? Here we can return briefly to the point raised earlier in this chapter, that national memory is the most contested form of social memory. This is illustrated by the difficulties engendered when the BBC Northern Ireland Region was asked to accept National programmes, such as the eyewitness account Titanic Survivor from the series I Was There. J. T. Sutthery of BBC Northern Ireland was induced to explain in a letter to the Programme Director at Head Office that:

The ‘Titanic’, and everything to do with it, is an exceedingly sore point in Belfast history, as not only were some 40 Belfast people drowned – mostly rather important people – but also it was a very grave set-back to civic pride when this much-vaunted ship went out from Harland and Wolff’s yard to sink on its maiden voyage (BBC WAC R51/356/1. Quoted in McIntosh 1999: 79).  

By contrast, royal visits and state occasions helped to foster a sense of shared experience with the rest of the United Kingdom. Attempts to conciliate divergent traditions within Ulster were, for the most part, not attempted, for fear of provoking the ire of the unionist majority, which meant that “the positive aspects of community relations were emphasised and the negative aspects of community relations underplayed” (Cathcart 1984: 263). The danger here was that the concept of community was ultimately being used in an ideological fashion, to divert attention away from the social and political forces that control people’s lives, as the consensus that emerged had an illusory basis. That the possibility of reaching ‘across the divide’ could be realised was suggested by the Irish News’ preview of Denis Johnston’s Lillibulero, back in 1938:

Whether our forefathers were on the side of those that defended Derry or those who besieged it, and whether we think that the version does or does not do justice to the besiegers, we must in the first place applaud the directors of the Northern Ireland Stations for giving us in good radio-dramatic form an interpretation of one of the outstanding events in Irish history (quoted in Bardon 2000: 60-1).

Yet the success of this historical feature helped to promote what was to be something of a trend in the post-war programming of BBC Northern Ireland – the prevalence in the schedules of Ulster history rather than contemporary issues and concerns, and of “nostalgia for a pre-war lyricism; for an imagined Northern Ireland not for the real one” (Cranston 1996: 40):

W. R. Rodgers’ The Return Room, read by Denys Hawthorne, was a romantic recall of the 1930’s: ‘Spring. The one time in the year when the stranger was welcome within our gates.’…Nellie Wheller remembered acting with the Ulster Literary theatre in the ‘20s…The series This is Northern Ireland surely had the verb in the wrong tense (ibid, p. 40).
 
But in contrast to what Cranston refers to as “Elysian memories”, the recording of memories in the field by Sam Hanna Bell had a directness and acuity which cut through the haze of reminiscence: 

	David Bleakeley and Sam Hanna Bell rediscovered people who had been involved in the 1907 strike, when [trade unionist James] Larkin came to the Belfast docks. Their description of the ruthlessness and poverty of their lives, and a country voice remembering the hedge schools, showed what good features could do (ibid, p. 40).

The development of outside broadcasts and actuality-led features to reflect the cultural and physical contours of Northern Ireland was contiguous with a process of regionalization that inevitably meant greater autonomy from London. Stewart was determined to achieve the complete regionalization of programmes, and regionalism thus became something of an “officially sanctioned ideology” (Clark 2003) in Belfast at that time, which saw the BBC Region employ the talents of a group of predominantly working-class writers (Bell and Boyd pre-eminent amongst them) who were often at odds with the establishment, in a marriage of convenience which surprised some in the local management.​[76]​ This was symptomatic of a wider trend, as the post-war BBC did not explicitly set out to recruit working-class writers, but its regionalism sometimes led it in that direction, since the ‘distinctive’ aspects of a regional culture were often associated most closely with its working-class population.​[77]​

Stewart realized that many Ulster listeners, with their distinctive mix of Irish, English, and Scottish idioms, felt alienated from the cadences of the BBC. On those rare occasions when working-class voices were used, they often proved impenetrable – Cockney humour, Stewart noted, was generally not well understood due to difficulties in cross-dialect intelligibility (Briggs 1995: 308). Sam Hanna Bell recognized at the time that “the voices of men and women describing their daily work, their recreations, their hopes and troubles, are the life and breath of regional broadcasting.” “Up to this time,” Bell observed, “the working-class voice had never been heard in Broadcasting House, Belfast…We now had a marvellous opportunity to go out into Queen’s Island [Harland & Wolff’s vast estate], to go down into the streets and have people talk…real people talking” (Bell 1949: 155). Bell would later capture the voices of the Belfast shipyards in the programme The Islandmen (broadcast 28 January 1953), for which he made over 200 recordings.​[78]​ We can better understand the revolution in diction which Bell and Boyd initiated in the fields of radio features and talks by examining the statement of intent contained in the editorial of the first issue of Lagan, the literary magazine they founded together in 1943:

An Ulster literary tradition that is capable of developing and enriching itself must spring out of the life and speech of the province; and an Ulster writer cannot evade his problems by adopting either a superimposed English or a sentimental Gaelic outlook. He must, therefore, train his ears to catch the unique swing of our speech… (quoted in McMahon 1999: 28). 

As his biographer Sean McMahon has attested, “these attitudes were deeply imbedded in Bell’s psyche and become the composite lodestar of his broadcasting career” (ibid, p. 28). In the production of his first programme, an examination of life in the Antrim port of Larne in the Provincial Journey series, Bell was appalled at the effect that the artificial and intimidating environment of the studio wrought on the Larne contributors in Broadcasting House. From then on he pursued his objective of taking to the countryside to gather actuality for series’ such as Country Window and It’s a Brave Step.​[79]​ 
Yet there were inevitable difficulties in broadcasting about folklore and popular culture in a politically and religiously divided community (Vance 2004), especially as Bell’s instinct to document working class life ran counter to what is sometimes known as ‘Malone Road unionism’.​[80]​ The role of the BBC Region to give expression to everyday life and diversity in the region was incompatible with the ethos of unionism during the period, which was uncomfortable with the diversity of the state, fearing that it would make it unstable (McIntosh 1999: 79). Like his friend the Ulster poet John Hewitt, Bell believed that the best artistic course to consensus was to focus on the idea of shared geography and folk traditions, rather than a divided religious heritage.
One of the most successful features written and produced by Sam Hanna Bell was This is Northern Ireland (1949), which set out to do exactly this. Written to commemorate BBC Northern Ireland’s ‘silver jubilee’, it took the form of “a journey…where the symbols on the map are occupation, speech and custom, and the contours show the overflowing and mingling of tradition” (Bell). An impression of a tour around Ulster is conveyed not just by Bell’s poetic narration but also by testimony provided by some Ulster folk along the way. At Downpatrick we hear the voices of the traders in the market town; at Queen’s Island shipyard a fitter talks about the changes in the profession since he was an apprentice; at Portavogie fisherman Harry Donnan of the ‘Bonny Ann’ talks about Scottish boats and the lean years when herring catches were small; a brick works manager at Dungannon talks about how shale is extracted for use as material in bricks, and about agriculture and mechanisation; and a woman working in the Derry shirt manufacturing industry talks about working conditions and changing fashions. 
By contemporary standards the dialogue sounds carefully rehearsed and scripted but no doubt it was unusual and enriching to hear those authentic accents at the time of broadcast. The feature unquestionably benefited from the use of ‘real people’ rather than actors: the occasional presence of ‘occupational’ words such as ‘cran’ (a unit capacity of fish); ‘creel’ (a fisherman’s basket); and the “Tudor phrase that glints in the bargaining of the Tyrone farmer as sudden and delightful as a silver coin in a handful of coppers” (Bell), anticipate the rich vernacular of the (BBC) Radio Ballads (1958-1964, see Chapters 4 and 5). These patches of testimony are weaved together by Bell’s eloquent poetic narration. Like W. R. Rodger’s feature Bare Stones of Aran, which I will discuss in Chapter 4, This is Northern Ireland represents an interstitial point in a transition that the radio feature was undergoing during this period. The classic model of the radio feature, a ‘written piece’ depending on the nuances of the written word as interpreted by actors, was beginning to be supplanted by forms of extempore speech recorded on acetate discs, the culmination of the wish to hear ordinary people speak in their own words. This was a movement from the ‘invented’ to the ‘actual’.

However, recording technology was cumbersome at this time, in comparison with the later use of the portable tape-recorder by Mitchell. The microphone could not stray far from the recording machine which held the large shellac discs, and all the equipment took up most of the back of the sturdy Humber car which Bell drove to “every loanen, boreen and casán in Northern Ireland” (McMahon 1999: 51). On hill slopes it was sometimes necessary to transport the equipment by horse and cart. In “The Microphone in the Countryside”, written for the BBC 1949 Jubilee publication, Bell gave a fascinating and informative account of the way in which he would build up a sound portrait of a rural community, which is worth quoting at length:

Some months ago, I went with a recording unit to the remote and lovely country west of the village of Killeter in County Tyrone. Houses were scattered on the braeside and men and women were out working at the corn harvest, but, apart from passing the time of day with us, they weren’t anxious to stop their work and talk. I climbed up to a tall grey house at the side of the glen and knocked at the door. It was opened by a man in his shirt-sleeves with a flat iron in his hand. I’m not quite sure how I explained my predicament to Denis (that was his name) apart from the tentative suggestion that he should introduce me to the progressive farmers, the blacksmiths, the coopers, the surfacemen, the ballad singers, the old men who told tales. Anyway, Denis laid down his iron (he was a tailor), pulled on his jacket, and for the next three days gave the BBC every spare minute of his time. He introduced us to men and women who, when the work was done, told us of bygone days in the district, sang songs, and explained the difficulties peculiar to farming in the Derg valley. During those three days as we tramped the loanens and fields from house to house, I listened to Denis, followed his pointing finger, and built up a picture of the district that I would never have got otherwise (Bell 1949).
 
This account illustrates how Bell’s documentation of traditions and folkways in different communities within Northern Ireland was facilitated by close-cooperation with local people. An excellent example of this was The Fairy Faith, a series of six programmes broadcast in 1952, which explored the then prevalent strain of fairy folklore in rural Northern Ireland. During the production process Bell took advantage of counsel and correspondence from unofficial ‘field officers’, who wrote back with information about local practices and beliefs. 
This was the first major series to explore oral tradition within the region. The original impetus for the series can be attributed to a remark by Cahir Healy, the Nationalist MP for Fermanagh, made during a meeting of the Northern Ireland Advisory Council, whose purpose was to give the local BBC management the benefit of a range of Northern Ireland opinion from ‘the great and the good’. Healy objected to the fact that a BBC team (consisting of Bell’s friend and fellow Ulsterman W. R. Rodgers, as well as producers David Thomson and Charles Ladbrooke) was being sent to record the folklore and music of the twenty-six counties (see Chapter 5 for a discussion of the BBC’s activities in the collection of dialect and folk song), and were neglecting the six of Ulster (McMahon 1999). Bell recalled to Rex Cathcart the positive response to Healey’s suggestion made by Andrew Stewart, the Controller of BBC Northern Ireland:

One day he called me into his office and said, ‘I’ve got hold of some money and I want you to go out and look for the heroic tales and myths of Ulster.’ We were lucky in having the folklorist Michael J. Murphy about and so went off to ask him about the suggestion. He said that the heroic myths were pretty dormant and what survived was so corrupted that they were not worth collecting. ‘But,’ he said, ‘there are the fairies.’ (Cathcart 1984: 155).​[81]​ 
 
In June 1951 the BBC commissioned Michael J. Murphy to carry out a preliminary survey. The amount of material that came in from Murphy as he combed the countryside surpassed all expectation, but from the ages of the respondents it was evident that the project had started none too early (Bell 1956: 70). In November, when Murphy had finished his report, Bell, Murphy and a small production team set out with recording equipment to retrace Murphy’s journey:  

We worked over Northern Ireland district by district, the Mournes, the Sperrins, South Armagh, the Glens of Antrim with sallies to the Braid Valley, the Fintona district, the shores of Strangford and Lough Erne. Although such a short time had passed since Michael J. Murphy’s first visit we were met here and there by a padlocked door or a slow shake of the head. Some old man or woman had taken a grandfather’s stories to the graveyard (ibid, p. 70).​[82]​

The diverse stories showcased in The Fairy Faith demonstrated that there was a corpus of fairy lore deeply woven into the social fabric of rural communities, but also that each example or strain was individualised. A wide variety of stories abounded of accident, misfortune or death attributed to damaging or uprooting skeaghs or fairy (whitethorn) bushes (“every generation hung a story on its branches” ibid, p. 79); abductions, miraculous reappearances and substitutions of infants or adults for ‘changelings’; or the deceptive allure of fairy gold “with its alloy of malice” (ibid, p. 82). While the stories would occasionally detail instances in which the fairies aided or rewarded people, the overriding impression was of a threat to human power and agency, the stories perhaps functioning as a way of coming to terms with mortality.  Here is an extract from a woman from Mourne:

That same bush that I’m telling you about, my grandfather one day had a big load of corn coming up and the corn catched on this branch, and says my grandfather, ‘I’ll cut that branch, fairy or no fairy’. And he took a billhook and he cut the branch and the branch fell and his arm fell and he never lifted it to his head till the day he died (Bell 1956: 79).

The tales broadcast in the series were distilled from an archive of folklore collected by Bell and Murphy. Professor Seamus Delargy (1899-1980), who had founded the Irish Folklore Commission in Dublin in 1935, regarded this archive as “the most important work in Irish folklore in modern times” (quoted in McMahon 1999: 53).​[83]​
 
The arrival of the tape recorder in the mid 1950s reinforced the independence of producers like Bell who were engaged in a steady exploration of their region’s cultural resources and folkways. Whereas previously programmes were prepared in the studio using expert testimony, now ‘lay’ people could be recorded in their own familiar surroundings. Robert Coulter, who joined the BBC in 1953 as an agricultural talks producer, recalled that…

Farmers were inhibited by the studio environment. With the coming of the Midget tape-recorder, one could go to their place, their farm, their byre, to their pigs, where the broadcaster was the intruder, and they were at home and therefore talked freely and easily, being on their own spot, in their own way of life, their own things around them…not only the farmer felt better but the broadcaster himself got deeper into the way of life of the people rather than just the technicalities (Cathcart 1984; Muldoon 1984: 184).

Coulter observed that this had an extraordinary effect, which anticipates my discussion in the following chapter of the wide appeal of the Newfoundland programme the Fisheries Broadcast for those whose work is not related to the fishery. People who had no particular interest or experience in farming nonetheless found themselves engaged by people talking in such a vital way directly from their own experience, and this meant that broadcasting on farming became widely appreciated. The tape-recorder made increasingly possible the determination of the broadcaster to reveal the community to itself.​[84]​ 

It is appropriate that we end this chapter with a consideration of the preservation and promotion of folklore through radio broadcasting and the popularity and importance of radio programming on occupational topics (i.e. farming and fishing) for community self-definition, for these represent the central themes in my discussion of Newfoundland radio in the following chapter. Even before Marconi demonstrated the space-binding potential of radio by directing the first trans-marine radio signal across the Atlantic from Cornwall to Newfoundland (in 1901), radio communications have been utilized in Newfoundland as a survival mechanism, rather than being considered as an optional entertainment or consumer luxury. The vital use of radio to save lives and organize shipping through accurate weather forecasting and the warnings of ships in distress in marine communications became ‘instilled’ in the consciousness of Newfoundlanders some time before the model of commercial broadcast entertainment vied for their attentions (Webb 2007). The practical character of Newfoundland radio broadcasting has been evident ever since; locally and occupationally relevant news (The Gerald S. Doyle News Bulletin, Chapter section 3.2) and current affairs (Fisheries Broadcast, Chapter section 3.3) programming has been characterized by phenomenal durability and popularity, as we will see.
Historically, radio has served the function of binding together Newfoundland’s geographically disparate communities, and has often been utilised to negotiate or promote forms of (national) self-definition. This has been especially evident when seen against the backdrop of the tensions resulting from Newfoundland’s confederation with Canada (in 1949), or the previous constitutional alternations between self-governance and British rule. For example, Joseph Smallwood, who presented the popular Barrelman programme (which I will discuss in Chapter section 3.1) between 1937 and 1943, aimed to inculcate a sense of cultural pride (or cultural nationalism) in his listeners at a time when Newfoundland was experiencing economic depression and was governed by a predominantly British ‘Commission of Government’. 
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Chapter 3:	Newfoundland’s Vernacular Radio Culture

[Radio’s] closeness to popular culture is also implied in its technical characteristics: all you have to do is listen; its limitation to voice and music allowing it to develop a particular form of colloquial expression…These technical-discursive factors allowed radio to ‘mediate with the popular’ in a way no other medium could. They renewed radio as a privileged link between the modernizing, informative-instrumental rationality [associated with development] and the expressive-symbolic mentality of the popular world (Martin-Barbero 1993: 181, 234). 


3.0	Folklore and Popular Culture

For a number of reasons which will become apparent during this introduction, this chapter on radio broadcasting in Newfoundland will begin with a discussion of the idea of a continuum between folklore (or vernacular culture) and popular culture (Laba and Narváez 1986). Firstly, as the practice of using sound recording equipment as a means of collecting oral evidence has, in many instances (in Great Britain, for example), been pioneered by folklorists (and linguists), no study of the uses of oral history in radio broadcasting would arguably be complete without an attempt to explore what a folkloric perspective might bring to bear on the subject. Folklorists are particularly well equipped to study radio representations or mediations of community, as their field specifically relates to “those expressions that emerge upward from the local, the specific, and the informal to permeate a community’s shared expressive meanings” (Howard 2008: 194).	Secondly, the broadcasting of folklore features prominently in this thesis - the previous chapter concluded with an assessment of Sam Hanna Bell’s valuable contributions to both radio broadcasting and the collection of folklore, and in the following chapter I will discuss the collection of oral tradition and folklore by the BBC producers W. R. Rodgers and David Thomson. Newfoundland folklore and folk culture is likewise an essential component of this current chapter. The Avalon region of Newfoundland, which is predominantly Irish in its cultural and ethnic mix, was described as a ‘folklorist’s paradise’ in a CBN (CBC Newfoundland) documentary Did Your Mother Come from Ireland? (1981), and this has been (and most likely still is) true in many ways of the whole island of Newfoundland. Peter Narváez’ comments on this cultural characteristic of Newfoundland are worth quoting at length:

Despite the historical presence of writing and print, the “orality” of culture in Newfoundland and Labrador has often been stressed. Many folkloristic and social science studies in this century have interpreted the average, small coastal “outport” community as approximating the model of what Robert Redfield called a “folk society”, an oral-aural, “nonliterate” community…where, “behaviour is traditional.” The remarkable amount of oral folklore, particularly folksong that has been collected in Newfoundland during this period supports the view of the vitality of “non-literate”, oral traditions in Newfoundland outport cultures. This expressive data reveals continuity in time through multi-generational memorized content (ancient British ballads, ballads from British broadside tradition, international folktales), an appreciation of local history (native historical ballads, place name legends), and the maintenance of traditional verbal skills (narration, recitation, rhyming, singing, satirical and other songmaking) (Narváez 1986: 129).  

Finally, Narváez has also highlighted the value of Harold Innis’ theories for the study of folklore (Laba and Narváez 1986; Narváez 1986), which facilitates the development of the theoretical methodology of the previous chapters, as the continuum between folklore and popular culture is in many ways a continuum between orality and literacy, or time and space. As Narváez has noted, “Cultural views of space and time are particularly relevant for an understanding of folklore because folklorists identify the subjects of their inquiries (oral folklore, customs, material culture) in terms of space (face-to-face, small group contexts) and time (traditional usage, customary example, repeatable forms)” (Narváez 1986: 128, emphasis in original). 

In an essay originally published in 1936 called The Storyteller, the German cultural critic Walter Benjamin wrote, “The art of storytelling is coming to an end. Less and less frequently do we encounter people with the ability to tell a tale properly…It is as if something that seemed inalienable to us, the securest among our possessions, were taken from us: the ability to exchange experiences…Experience which is passed on from mouth to mouth is the source from which all storytellers have drawn” (Benjamin 1973).

We can perhaps begin to diagnose the reasons for this decline when we consider the effects of the industrial revolution on traditional communities. Artistic and economic production and other social functions began to take place on a scale and level of abstraction far beyond the lived experience of the individual in modern society. Social processes were fragmented, workers prevented from involvement in work processes, and home and community became primarily sites of consumption (Lippert 2000: 282). These sites were then often governed by the dictates of outside forces rather than the intentional structures of the people who lived within them and invested them with their own meanings.​[85]​ The “penetration of localities and of the individual’s phenomenal world by distanciated influences” became accepted “as a routine part of social life”, “thus sustaining a maintenance of ontological security” (Giddens 1991). It was in this context that broadcasting emerged, at a time when learning became a commodity, and in which radio assumed a key pedagogical role in the marketing and delivery of this commodity. In a sense, people were induced to relinquish their native ability to do what they can do for themselves and for each other, in exchange for something ‘better’ that only a major institution could provide (Illich 1973: 54). According to this argument, the industrial institutionalization of values has restricted the ability of people to endow the world with their own personal meaning, and the growth of culture as ‘stories we tell about ourselves’:

Under these conditions, the down-to-earth concreteness of oral forms of expression are ill-suited to empowering people whose lives are no longer grounded by direct participation in a local, organic culture. And not only has the production of narrative been taken out of people’s hands and industrialized itself; like another rust-belt industry, it seems to be withering away (Lippert 2000, ibid.).

This is, in fact, a long-standing argument, as folk-song collectors and folklorists have long diagnosed the diminution of oral tradition as a result of the erosive impact of industrialization or mass media. As the folklorist, ethnomusicologist and broadcaster Alan Lomax observed in 1960, local vernacular culture is often crushed under what he termed “a system of cultural super-highways”:

Now we of the jets, the wireless, and the atom-blast are on the verge of sweeping completely off the globe what unspoilt folklore is left. It is only a few sentimental folklorists like myself who seem to be disturbed by this prospect today. But tomorrow, when it will be too late, when the whole world is bored with automated mass-distributed video music, our descendants will despise us for having thrown away the best of our culture (Lomax 1960).

This heartfelt and prophetic admonition is just as salutary now as when it was first published. Due to the rhetorical nature of such criticism, however, there is an attendant danger in assigning folklore or folk song a status as the very antithesis of modernity. This tends to be a spurious argument, as establishing an opposition between folklore and modernity depends upon ascribing stipulatively to folklore those features of social life that are perceived to be lacking from modernity (Cohen 1985: 11). This perspective also assumes that people are somehow passive in relation to (popular) culture: they receive it and transmit it, but do not create it (unlike folklore) (Cohen 1982: 37). 
We can therefore recognise that folklorists and communications theorists have often tended to oversimplify associations of folklore with conservatism, and popular culture with dynamism (Laba and Narváez 1986: 1).​[86]​ As Peter Narváez has observed, folklore is “a dynamic component of culture which functions adaptively in situations of rapid cultural change”, and the study of it “encompasses a vast array of old and modern expressive behaviours, texts and contexts” (Narváez 1986: 125). Narváez has deconstructed the folkloristic perspective that ascribes the mass media the role of ‘destroyer of folklore’:

The destroyers argument is a deterministic value judgement whose tenets are: folklore is basically good; when popular culture, an inferior expressive form, and the technological media of its transmission are introduced into given cultural scenes, they either supplant or unfairly compete with folklore. It follows implicitly from such an argument that the responsibility of the folklorist is to save, nurture, and maintain folklore before it is entirely destroyed by pernicious forces (Narváez 1986, ibid.).

Historically there has been widespread agreement on the idea of a valid correspondence between the producers and receptors of folklore; “since folklore came out of the community, scholars could use it to recover the common voice of those excluded from history” (Levine 1992: 1370). Yet consensus does not cohere in an equivalent fashion around popular culture:
 
Popular culture is seen as the antithesis of folk culture: not as emanating from within the community but created – often artificially by people with pecuniary or ideological motives – for the community, or rather for the masses who no longer had an organic community capable of producing culture (Levine 1992, ibid.). 

It is seldom recognized that popular cultural forms (typically communicated in mass societal contexts) such as radio broadcasting can span a continuum in order to function in ways similar to folk or vernacular culture (typically communicated in small group encounters) (Laba and Narváez 1986; Levine 1992; Martin-Barbero 1993; Hiscock 1994). Consequently, folklore and popular culture can both be used to recover “the voices of the historically inarticulate” (Levine 1992: 1369-70), and an exploration of their convergence (or the convergence of oral history and radio) might also be used to provide evidence of the relation of forms of listening to radio broadcasting. Popular culture may in this way be used to unearth and reconstruct attitudes, values and reactions (i.e. of programme-makers and listeners); to discover for what purpose ‘texts’ were produced, what people ‘do’ with texts and what sort of discourse texts induce; and to discern how people might use texts to form identities or identify with their communities ( Feldman 2007).






To prepare the ground for my discussion of The Barrelman it may prove useful to provide some context on the communal nature of radio listening during the early period of radio broadcasting in Newfoundland, which will help us to understand the social context in which The Barrelman was received by listeners. We can turn first to the Irish author, dramatist and folklorist Bryan MacMahon (1909-1998), and a talk he delivered in 1976 to a conference at Memorial University, in St. John’s, Newfoundland, devoted to the connections between Ireland and Newfoundland in literature and folklore. During the talk he spoke of the Irish rambling house or céilí house, usually the home of a small farmer where the locals would gather on a winter’s night to share “superstitions, songs, genealogies…riddles, stories of the Danes…odd bits of local lore” (MacMahon 1977: 97). The rambling houses served an important function in creating a sense of belonging, and were responsible for preserving much traditional lore.​[87]​ MacMahon went on to recollect the impact that the introduction of the mass medium of radio had on (and in) this important social space:

Traditional storytelling died in the rambling house on the night the radio, an old Atwater Kent with a Gothic visage, was brought into the kitchen. Watching the faces of the men as they responded to this new medium I realized that in our midst was a new power with resources we could only guess at. More intimate than the cinema, it challenged tradition on its own fireside stage (MacMahon 1977: 100).

During the early years of radio in Newfoundland, the gathering of people in outport kitchens around the radio receiver represented a reconstitution or restructuring, rather than an erosion of, habitual visiting customs. Electricity was late to arrive in most outports, and group listening made sound economic sense, because it helped to preserve battery power required for the equipment (Narváez 1986). Despite this communal basis of listening, however, radio was perceived in the following account as being destructive of local, traditional culture in Newfoundland:

Even the customs and beliefs of the people have disappeared with the advent of closer contact with the outside world. This closer contact resulted first of all from the radio, which first came into this area [of Western Placentia Bay] at about 1940 approximately. The first radio in the community was the centre of attraction for everybody. My father, who lived in Taylor’s Bay at the time, was the first person in the settlement to have a radio, and told me that every night his house used to fill with men who came to listen to the radio and the news from the outside world. So where the men used to gather to sing songs and tell yarns, they now gathered to listen to the news from the world outside of theirs: a world which they knew little about, and which was gradually to change completely their way of life (quoted in Hiscock 1984: 20).
 	
This contemporary account is in essence a retrospective evaluation that, with their growth and development, we have become increasingly dependent upon communications media for the support and education that traditional customs (i.e. storytelling and recitation) and institutions (i.e. the family, the school, the church) previously provided (see Gumpert 1987: 12). With the diminution of a shared and inherited culture, communication had to accomplish the “tasks of social creation and integration that were elsewhere the more automatic by-products of tradition” (Carey 2000: 87). Hindsight should not blind us, however, to interplay and continuity between old and new forms of social organisation. 
We should remember, for example, that the rambling houses in the Gaeltacht of Ireland – and the kitchens of Newfoundland outports  – had also been places “where the affairs of the day were debated, where entertainment mingled with education” (Kelly, quoted in O'Donoghue and McMahon 2004). Radio may well have encouraged such activity to continue, rather than simply promoting passivity. Elements of Newfoundland vernacular culture, such as indigenous ballads, long predated the documentary role latterly associated with print or electronic media by narrating, documenting, commenting upon and mythologizing the topical events of the day. 

The Barrelman was tailor-made both to perform this role and to be received within this social context, as a blend of information and entertainment, of local history and humorous folklore. From its inception in 1937 until 1943 the programme was researched, compiled, scripted and announced by Joseph ‘Joey’ Smallwood, a journalist and former labour leader who would later build upon his broadcasting skills (and the residues of a relationship of trust developed with the radio audience) in the broadcast Confederation Debates, becoming the self-styled ‘Father of Confederation’ and (first) Premier of Newfoundland in 1949. The programme was remarkable for the way in which Smallwood created an intimate and familiar rapport with his audience, partly through his active solicitation and public audition of a huge variety of written contributions sent in by listeners. In his solicitation of letters Smallwood took pains to enfranchise his predominantly working-class audience by reminding them that they need not worry about their lack of literacy in regards to spelling, grammar and punctuation, as he would ‘fix up’ their efforts (Narváez 1986: 56).
The programme was dedicated to (in the words of Smallwood) ‘making Newfoundland better known to Newfoundlanders’, through the presentation of personal stories, riddles, tall tales, geographic and economic data, historical information and folklore.​[88]​ It aired from 6.45 to 7.00 p.m., six nights a week, eleven months a year, from October 18th 1937 to December 30th 1955 (Weir 2004) on the radio station VONF.​[89]​ In his autobiography, Smallwood explained the meaning of the programme’s name, which had formerly been his byline in a newspaper column for St. John’s newspaper The Daily News, and was sustained as a signature pseudonym for his radio programme:

The Barrelman is the member of a ship’s crew who climbs to the masthead and, from the protection of a barrel-shaped enclosure, peers about to sight whales or seals or ice packs, and calls the information down to the bridge below (Smallwood 1973: 205). 

Stories broadcast on The Barrelman often highlighted the courage, endurance and resourcefulness of Newfoundlanders, as Smallwood set out to destroy what he regarded as “the horrible inferiority complex that our people had” (quoted in Narváez 1986: 53). While Smallwood would chronicle the achievements and exploits of historical personalities, he also celebrated the same qualities in ordinary (and living) working-class people. This was a conscious lack of differentiation, which Smallwood hoped would allow “his audience [to] imbue their own lives with a kind of mythic strength, based on the congruency of their lives with those of the people he told of” (Hiscock 1994: 129). In doing so he also highlighted the ‘public service’ nature of his programme, in its ability to change lives through the goodwill of listeners, such as in the following extract about the sealer Edward Dinn, who was secured a berth in a seal-hunting ship and a good overcoat partly as a result of responses to a previous programme:

I’m sure, ladies and gentleman, you’ll all be glad to hear that Edward Dinn, the man who walked seventy miles to town in his rubber boots, short coat and overalls to seek a berth in the ice, has landed a berth and will be going to the icefields tomorrow morning on the steamship Imogene… (quoted in Narváez 1986: 53).

The Barrelman also broadcast non-formal educational information which furthered the validation of Newfoundland culture, by “instilling a sense of regional pride in heritage” (Narváez 1986, ibid.). Compensating for this tension inherent in live broadcasting, and the antiquarian character of his historical accounts, Smallwood formulated his scripts in informal language. In the following extract, for example, he explained the historical origin of a popular colloquialism:

I suppose that most of my listeners have often heard the old Newfoundland saying about “owning half the harbour”. This is one of the very oldest sayings in the country, but I doubt if many people know how it originated in the first place. The saying itself is used something like this: If a man in a settlement is inclined to be a bit proud or stuck-up, or people think he is, you’re likely to hear somebody say: “He’s so proud that you’d think he owned half the harbour”. Over 300 years ago John Guy, the first official colonizer of Newfoundland, who founded his colony at Cupids and also at Bristol’s Hope, received from the King a Royal Charter granting him all the land between Bonavista and Cape St. Mary’s. John Guy wanted to get this territory settled, and one of his inducements to gentlemen adventurers from England was his offer to sell to them, for the sum of 100 pounds sterling, one half of any harbour he desired…​[90]​

This extract also hints at the way in which Smallwood highlighted the linguistic separateness and preservation of what has become known as Newfoundland Vernacular English, of which there was already a strong local sense at the time of broadcast. It also illustrates the somewhat delicate balance Smallwood struck, in broadcasting a mixture of educational and entertaining content – in the above example portraying the ancestry of contemporary Newfoundlanders as patrician and picaresque. After accounts such as the one above, Smallwood would name families descended from these original settlers, establishing and reinforcing the continuity between past settlement and present socialization. Whenever possible, he would connect people to their genealogy or extended family, often asking for contemporary descendents of people who featured in his tales to get in contact with him.

In his solicitation of listener contributions, Smallwood as ‘Barrelman’ somewhat paradoxically assumed the dual role of private confidante and public promoter of local lore. As Philip Hiscock has noted in his doctoral thesis on the programme, by sending information about Newfoundland, in particular their own locality, to the Barrelman, “contributors were acting the same way they might in telling a cousin or a niece a family story” (Hiscock 1994: 119). In publicly imparting anecdotes and tales, and publicising historical accounts from documentary sources, Smallwood created a kind of canon of Newfoundland history and lore, which eventually found a more enduring form in the Encyclopaedia of Newfoundland and Labrador:

It is partially by this technique, of calling attention to the mundane and unnoticed items of local language, that the Barrelman valorised, or mythologized, aspects of Newfoundland life. By using certain words and phrases of popular speech, he associated them with the usually more formal medium of radio, and with the likewise usually more formal subject of history. Placing otherwise invisible items (words, collocations of various sorts) in a prestigious medium is to make them more visible, a reification of culture. The choice of what is to be thus made visible is, further, a kind of invention of culture, an invention through compilation of self-conscious culture (Hiscock 1994: 173).

Here we can also apply Raymond Williams’ concept of the ‘selective tradition’, which posited that what a culture decides is traditional is tied directly to its present-day values: “The traditional culture of a society will always tend to correspond to its contemporary system of interests and values, for it is not an absolute body of work but a continual selection and interpretation” (Williams 1980: 68). Given the miscellaneous and eclectic nature of the items that Smallwood selected for broadcast, we can recognize that what is essential about folkloric expression is not necessarily “traditional” origins, but instead the “continuities and consistencies” (Georges and Jones 1995) that allow a specific community to perceive such expression as traditional, local, or community generated (Howard 2008: 201). Forms of folkloric expression selected for broadcast should, therefore, not be regarded as quaintly antediluvian but as “products of the human imagination which serve to articulate (and thereby, to some degree, moderate) the communal anxieties of the day by assimilating them into deeply familiar narrative patterns” (Schechter 2001: 66).​[91]​ The ‘oppositional stresses’ (Pocius 2001) of such anxieties place pressure on the social groups in question, stimulating the circulation of new symbols and meanings.
For example, further research on the Barrelman collection could set out to assess whether oral traditions or identity symbols were modified, revived or created in Newfoundland due to the stresses and losses of life during Second World War.​[92]​ In terms of the emotional resonance of certain items with the listeners, it would be interesting, for example, to chart the prevalence across the years in which the programme was broadcast, of tales of miraculous survivals of men lost at sea who had been ‘given up for dead’. Smallwood broadcast tales of this type from the outset of his career as the Barrelman, and the tales often belonged to the established folklore pattern of the ‘too late return of the husband’, who has been cuckolded with the remarriage of his wife after he has been ‘given up for dead’.​[93]​ 
One example is the story of John Hawe, a fisherman from Brigus in Conception Bay who was tricked and captured by pirates during the 1700s.​[94]​ Hawe is said to have spent twenty years as a pirate, biding his time and waiting for an opportunity to escape and return home. As Smallwood described his return, “he was almost like a black stranger back from the grave – his own children now grown to young manhood and womanhood didn’t know him.”​[95]​ Note here the Barrelman’s use of the term ‘black’, which is not a racial reference but a localism, commonly used to indicate that which is ascribed an outsider status (Faris 1992: 166). Tales of misadventure at sea have always had a real poignancy in Newfoundland maritime communities often beset by loss of ships and life in ‘fickle seas’, and the threat of war would have created further anxiety at the loss of troops. It might prove interesting to chart the frequency of such stories and the nature of listener responses to them across the wartime years of The Barrelman, in order to ascertain whether these tales became difficult to listen to in wartime with the posting of Newfoundland troops overseas, whether they provided comfort with their idea of miraculous survivals and reunions, or, indeed, whether such tales were so ‘ingrained’ within traditional culture that no connection was made in this manner. As Narváez has argued,

The importance of The Barrelman scripts and correspondence for folklorists and students of Newfoundland culture is that they represent the results of a five year folklore and oral history project by a broadcaster who amassed a tremendous amount of primary documentation which deserves scholarly analysis. Furthermore, an understanding of the folkloric content of The Barrelman would enable folklorists to assess the degree to which the program’s transmission of folklore in Newfoundland modified, revived or created new oral traditions.​[96]​

The Barrelman collection is held in the Archives and Manuscripts Division of Memorial University’s Queen Elizabeth II library, and consists of 34 archival boxes, 22 of which contain scripts (or 6.34 metres of textual material in total). The collection is hugely important, as it provides a reflection of the state of oral narrative tradition prevalent in Newfoundland at that time. Further scholarly analysis may cast light on the way in which the programme itself, which incorporated audience interaction as its central component, impacted upon this tradition. The letters sent to Smallwood represent rich resources for studies of audience reception, as they provide evidence of listening contexts, audience participation, and the relationship between the listener and the radio personality.
Archival programme materials (scripts and correspondence) from The Barrelman testify in particular to performer-audience interaction, which helped to reduce the spatial and social distances between performer and audience that are typically associated with a mass medium (Laba and Narváez 1986: 1). Of course, storytelling is typically associated with a high degree of performer-audience interaction, and minimal distances between performer and the broadcast audience. This element of participation enabled Smallwood to adapt his storytelling to the interests and beliefs of their audience, which is comparable to the way in which some stories serialized in 19th Century magazines were influenced by reader responses (in the form of letters). This interaction and flexibility, which has consistently been associated with oral cultures (Scott 1993), can be contrasted with the fixity of stories that are written and read in isolation.​[97]​

There remains the fact, however, that the historian investigating radio broadcasts that are ‘dense’ with residual orality (Ong 1988) often has to rely on typographic evidence (i.e. scripts) rather than actual recordings, which may not have been preserved. This means the loss of registers of indirect meaning that may have characterised such broadcasts, which can only be imaginatively recovered from the scattered evidence that exists within notes, script drafts and amendments, listener correspondence and internal memoranda from broadcasting institutions. Many historians who have made use of transcripted oral histories will be familiar with this predicament, as elements of voice-related expression, such as silence, intonation, voice, rhythm, volume and accent, are utterly lost in the transcript – and may even be difficult to decipher from an audio recording (Mazé 2006: 243). The importance of the oral tradition lies in the presence of the speaker, the very phenomenon that print disguises, and which can be recovered only archaeologically (Carey 2000: 102). We are assisted in this ‘recovery work’ by the existence of a very small number of audio recordings of The Barrelman, and by the fact that some of the scripts bear amendments. Smallwood amended his scripts through the use of underlining, exclamation marks and phonetic representations of words - these diacritical elements represent both a key to the reader (visual cues for the presenter) and a record of his performance (for the historian) (Hiscock 1994: 146). 


3.2.0	The Gerald S. Doyle News Bulletin

It has become commonplace in cultural studies for some time to view cultural consumption as a central agency for popular social empowerment, and thus as a locus for questions of agency and practice (Berland 1992: 42). It is arguable, however, that some highly valuable work in reception studies nevertheless tends to neglect the specificity of reception contexts, and the “spatio-temporal dimensionality” (ibid, p. 42) of the process of consumption. Sonia Livingstone (1999) has addressed this very issue, by seeking to bring to audience or reception studies the wider perspective of “writers in the phenomenological tradition” – in this case, Goffman (1969), Meyrowitz (1986) and Thompson (1995) - who have combined an awareness of the social context of interpersonal communication with an interest in how media affect space-time relations and create forms of co-presence. Livingstone finds that their work offers an “audience-centred framework” which “fits the widespread recognition that audiences crucially mediate media knowledge processes” (Livingstone 1999: 101-2). This is because both “time and space (and the power to access otherwise sequestered domains) are measured in terms of distance from the audience, the knowing subject” (Livingstone, ibid.). Livingstone has interpreted Carey’s (Innis-inspired) model of “communication as ritual” (Carey 1988, see Chapter 5), as an intervention within media studies to foreground questions and issues of meaning, performance, tradition and interpretative community:​[98]​

This model focuses on the ways in which knowledge is socially generated from the activities and relations of an interpretative community (Schroeder 1994) rather than imposed from on high for the supposed benefit of an ignorant and needy mass. The media are conceived of as a resource by which, almost irrespective of their institutional purposes, meanings are circulated and reproduced according to the contextualized interests of the public. Knowledge becomes, not the pedagogy or propaganda of the transmission model, but the habitus, the shared representations, the lived understandings of the community…Even more than everyday experience, mediated experience or knowledge requires precisely the active process of re-embedding in local contexts that audience researchers have been exploring in recent years, but it is also a process which may transform viewers’ experience and understanding of the local (Livingstone 1999: 98-99).

The Gerald S. Doyle News Bulletin (henceforth the Bulletin) is an example of a Newfoundland radio programme that quite literally responded to the ‘contextualized interests’ of its audience, by transmitting messages sent in by listeners. We can therefore embed discussion of the programme within the specificity of the local social context (or habitus) in which it was received and responded to.
 
The Bulletin is often considered to be the most popular radio programme in Newfoundland’s broadcasting history (Narváez 1986: 49), as well as having attained the status of the longest-running continually sponsored broadcast in Canadian radio history (it ran between 1932 and 1966 with the same sponsor) (Callahan 1981: 20). The ultimate reason for this popularity and longevity was the effectiveness of the Bulletin in connecting Newfoundland’s many disparate coastal settlements within a communicative feedback loop, instantly bridging transmission distances that had previously taken days or weeks to traverse. With limited means of access between communities, the programme represented an indirect greeting channel, providing links of contact among individuals who belonged to a residually oral culture, but who nonetheless had restricted opportunities for face-to-face encounters outside of their own local communities.

 Gerald S. Doyle (1892-1956), the programme’s sponsor, had spent many years as a patent medicine salesman travelling around Newfoundland and Labrador in his yacht, visiting outports and experiencing at first hand their poverty and remoteness (Morris 1990). Many communities lacked roads, telephone and telegraph communication, were often accessible solely by boat or ‘plane, and were further isolated by the presence of offshore ice during the coldest months. Doyle’s concern to improve this situation, and his observance of the existing use of radio by outport people to gather news from different areas (Morris 1990: 34), prompted him to approach William F. Galgay, the manager of (the then privately owned station) VONF, with a view to providing the financial backing for a sponsored daily newscast. 
The programme was first broadcast on VONF on November 14th 1932. It remained on VONF through commercial ownership by the Dominion Broadcasting Company (or DBC, a subsidiary of the Avalon Telephone Company), through government control when the Broadcasting Corporation of Newfoundland (BCN) absorbed the DBC in 1939 during the Commission of Government period, and, after the subsequent takeover of BCN by the national Canadian Broadcasting Corporation (CBC) upon Confederation with Canada in 1949. The programme was thus symbolic of the maintenance of continuity in the character of Newfoundland radio, despite tumultuous political and social changes that saw Newfoundland’s responsible government being suspended and replaced by a non-elected and predominantly British Commission of Government between 1934 and 1949, and Newfoundland’s eventual confederation with Canada in 1949.  

The programme continued under the auspices of the CBC despite the fact that it was an anomaly, the only sponsored programme featuring advertising that was aired by the national network (Hiscock 1988: 51-52). The broadcast was taken off the air on 30 April 1966, with the justification that communications in the province had improved to the extent that the programme had served its purpose.​[99]​ Yet even at the time of its cancellation, the programme retained an astonishing share of 90% or more of the available listening audience in many areas of Newfoundland, as calculated by a Bureau of Broadcast Measurement (BBM) Rating (Wegenast 1981: 21). 
The Bulletin, as a programme essentially designed to service the communication needs of a regional working-class audience, was, in fact, already an anomaly at its outset, in comparison to the other programming on VONF. Programming policy was influenced by manager William F. Galgay’s Reithian views that the station should not cater for the ‘common’ or ‘vulgar’ taste or seek to reflect local and regional culture, but should instead seek to instruct and uplift its audience (McCarthy, Galgay et al. 1994: 171). As Philip Hiscock has noted, for the most part VONF’s listening audience tended to hold a world-view that looked beyond the local scene to foreign “high” culture for inspiration (Hiscock 1991).
The Bulletin was initially broadcast daily at 7.45pm, and in 1939 there began an additional broadcast at 1.45pm. The format of the programme was as follows - an introduction was followed by an advertisement, and then there were fifteen minutes of news, followed by another advertisement and fifteen minutes of messages. It was regarded as a ‘daily newspaper of the air’, and was intentionally designed to reach out to those people who lived beyond the range of the daily newspapers printed in St. John’s (Young 1947: 25). In addition to its newscast, which was oriented almost exclusively towards local and regional items, the Bulletin chiefly consisted of complete weather reports, obituaries, hospital reports (i.e. how the patients are doing, who has entered and left the various hospitals), movements of and announcements to steamers and shipping vessels, birthday and anniversary messages, and miscellaneous community notices (the aural/radio equivalent of ‘classified ads’). For several decades in Newfoundland, it was message programmes of this type which were the most successful, and which engendered remarkable listener loyalty. 

The need for rapid communications in Newfoundland was heightened by economic dependence on the fishery, which was frequently hazardous, and which called for an awareness of weather conditions and vessel movements. A typical anecdote about an ‘emergency use’ of messages on the Bulletin will illustrate the function this programme, and Newfoundland radio in general, often served; providing a vital survival ‘mechanism’ and early warning system for maritime communities:

On one occasion several men from Old Perlican, sealing on the offshore ice, were unaccounted for at dark. Frantic relatives clung to the hope that they might have landed safely on nearby Baccalieu Island. A message was directed to the light-keeper […] asking that he give three short blasts on the fog-horn if the men were there. Within a few minutes after the announcement went on the air [on the Bulletin], anxious searchers on the Old Perlican shore heard the foghorn boom out the awaited signal – one-two-three… (Young 1947: 28-29).

The Bulletin was repeated at 11 p.m. during the fishing season for those who would have to miss the usual 7.45 p.m. bulletin, and thousands of vessels were equipped with six-tube battery-operated RCA radio sets, called Radiola 16s, in order to listen in (Thoms 1967: 350). The Bulletin would often aid medical services by relaying doctor’s instructions to nurses in ‘cottage hospitals’ in rural areas of Labrador (Young 1947: 30).​[100]​ The Bulletin also broadcast daily news of the movements of the motor vessel ‘The M.V. Christmas Seal’, which periodically travelled the coast of Newfoundland, between 1947 and 1970, to perform X-rays in order to diagnose tuberculosis in people of the outports.​[101]​ Doyle would encourage Bulletin staff to phone hospitals each day to check with each ward whether there were any notable changes in the conditions of patients, in order that updates could be passed on via the programme to the anxious family (Doyle 1973). 
The programme gave a great deal of publicity to humanitarian and philanthropic organizations (as the free air-time it gave to charities such as the Red Cross alone would attest), yet it was also a highly effective medium for advertisements, many of which Doyle wrote himself, for his cod liver oil and patent medicines. It was rare for a commercial programme to be founded so integrally upon a public service ethos; indeed, the particularity and importance of the Bulletin was such that it was no longer regarded as a “straight commercial programme”, as it placed emphasis on “service to people rather than the selling of products” (Young 1947: 22). Like Doyle’s free-distribution ‘songsters’ (paperback folk song collections), which combined song sheets with advertisements for medicinal products in one package, and like the early private radio stations in St. John’s, the Bulletin was an entrepreneurial expression of both community sympathies and commercial savvy. 

However, what the Bulletin is still remembered for, above all the other programmes broadcast at that time, are the personal messages it transmitted, providing a service for outport communities that lacked telephones. Individuals ‘in town’ (typically St. John’s in the East or Corner Brook in the West) seeking to contact relatives, spouses, friends or workmates in the outports could deliver messages to the radio station in person, which would then be compiled into scripts read on the air by an announcer.​[102]​ Doyle advertised in every village post office, in his newspaper The Family Fireside, and on the Bulletin itself, that he would accept collect (unpaid) telegrams from people wishing to send messages over the radio. Many of these messages could alert people to births, deaths or illness in their families. For example, a wife in hospital could let her husband know about her current status - the announcer would name the sender and recipient, and relay the message.
The Bulletin listening audience could therefore claim more than a symbolic ownership of the programme, as they contributed a sizeable proportion of its content, as message senders or ‘stringers’ (freelance providers of news). A magazine article dating from 1947 relates that (an average of) “300 correspondents [both paid and unpaid] throughout the country contribute to the Bulletin,” (Young 1947: 28) mostly through the medium of the telegraph, but also via telephone and the postal service, and it has been estimated that between 80 and 120 messages were read during each broadcast at this time (Morris 1990: 33). 
As Philip Hiscock has noted, the use of the Bulletin for non-urgent personal messages, and as an alternative or substitute for the wire service, was a cause for consternation at the Newfoundland Department of Posts and Telegraph, as it cut into the Telegraph’s monopoly (Hiscock 1988: 52). Thus a mere radio programme was a serious rival to official communications services within the province. In creating a union between telegraphic communication and radio broadcasting, the Bulletin effectively created a situation in which there was no longer a single conduit for telegraphic communications, which were no longer solely in the control of a bureaucratic institution.
What the Bulletin achieved within Newfoundland was essentially to reinstate the early community uses of telegraphic communication that had prompted McLuhan referred to telegraphy as ‘the social hormone’ (quoted in Blondheim 1995: 82); to restore its status as a social utility accessible to all users and free from the possibility of abuse for pecuniary gain. This latter point is important, as this was never the case with telegraphic communication – in this way the intermediary editorial role of production staff in compiling scripts can be seen as necessary and benign. Philip Hiscock has cited the Bulletin as an example of a type of programme “so flexible and responsive to the needs of the audience that it becomes a medium of folk expression” (Hiscock 1988: 41). Anticipating phone-in programmes on Newfoundland’s contemporary commercial radio stations (Martin 2004) and the participatory ethos of community radio, the Bulletin was built around listener inclusion and point-to-point communications technology, providing “a horizontal means of communication, communication among the listeners” (Hiscock 1988: 48).


3.2.1	The Bulletin’s Creation of an Imagined Community

It is not difficult to imagine, for the listener, the thrill or surprise at hearing your name announced before a message is directed to you on air. Likewise it is not difficult to imagine the element of intrigue in hearing messages delivered to people you knew. Even when you didn’t know somebody, you could imagine who they were, or learn that they lived in the same area, or had shared a similar experience. Thus an ‘imagined community’ (Anderson 1991) was created through the integration of telegraphic communication and radio broadcasting. 
Listening to the Bulletin was a daily social event in which the listeners attempted to identify and ‘place’ the persons named in the broadcast, and speculate about what their messages meant. This active interpretation of the Bulletin was aided by the group context of listening, which promoted consensus and clarification about what has been heard, especially where poor or intermittent reception made it difficult to decipher (Hiscock 2007). Any message delivered on the Bulletin was no longer a private matter because the greeting was heard – overheard – by the entire listening audience, including people unknown to any of the senders, intermediaries, or recipients. This constituted what we might term - following Erving Goffman (1981) - a significant expansion of the communicative role of recipient (see Brody 2000).  

The Bulletin gave listeners a way to know about each other, and as such it had a binding effect on such communities during periods characterised by tumultuous social and economic change and the dispersal of families (for example, the economic depression; the ‘relinquishing’ of democracy for rule by a predominantly British Commission of Government; World War 2; Confederation with Canada); “the Bulletin gave the listener a new stake in a greater family and a greater community at a time when their own families, communities and very state were disintegrating” (Hiscock 1988: 58). It was also a vital lifeline for those isolated by their work – for example, Gary L. Saunders, in his memoirs of life on the Gander River, recalled the importance of radio for a trapper in the woodlands of the Newfoundland interior;

The radio was great company. With an aerial of foxsnare wire strung from the camp to a tree and insulated at each end by winding it around a small pickle jar, I was able to pick up St. John’s most of the time […] “At this time we present the Gerald S. Doyle News Bulletin, bringing you the news from all over Newfoundland.” This was the programme nobody missed if they could help it. It was broadcast after supper on VONF in St. John’s, and the special thing about it was that anyone with access to a telegraph office could have a message put over the air. Doyle sent a notice to ours and every other post office in Newfoundland inviting anybody to send VONF a collect telegram with news or messages. So you got not only the regional news, but a glimpse of how other people were living (Saunders 1986: 164).

It is striking that, behind the folksy ‘façade’ of this reminiscence can be discerned an account of an instant access to information that is characteristic of media use in the modern, digital era. Despite the primitive components used to build the radio receiver, Saunders’ use of the Bulletin is essentially no different from the contemporary use of mobile telephony and Web-based social media to receive text messages, status updates and Twitter feeds. Saunders’ comment about the Bulletin offering “a glimpse of how other people were living” illustrates the narrative potentialities of the Bulletin; daily listeners could progressively follow the whereabouts and health trajectories of acquaintances or strangers and feel compelled to know more, as in social networking applications or soap operas.​[103]​ Like soap operas, and like folklore genres, the messages rarely offered permanent resolutions and narrative closure. Thus folkloric narrative could emerge from speculation about even the most elemental reported details, especially within a community context.
 
The use of the Bulletin in both solitary and group contexts highlights the Bulletin’s status as a species of “folk media”, “used for personal as well as group information sharing”, and “to communicate…news, announcements…and social exchanges of all types” (Panford, Nyaney et al. 2001: 1560). A parallel can be drawn, in fact, between the Bulletin and the contemporary use of local FM radio stations to convey personal messages in Mali, where the medium of radio is an essential and indispensable component of everyday living. Craig Tower’s anthropological account of communications in Koutiala, Mali bears some striking resemblances to the use of the Bulletin in Newfoundland:

In situations where villagers must communicate with kin about some business in town, it is normal to place an announcement on a local FM station explaining the situation, occasionally in purposefully obscure language – for instance, one might say ‘Madou Traoré from Bobobougou greets his family and says that his errand in Sugudugu did not work out’. It is also considered respectful in the case of a death to place an obituary on one or more local radio stations… (Tower 2005: 11).


3.2.2	Humour, Folklore and Vernacular Usage

‘Purposefully obscure language’ was allegedly a significant feature of the messages broadcast on the Gerald S. Doyle Bulletin, and certain unique or humorous personal messages purportedly broadcast on the Bulletin have entered into Newfoundland oral tradition, and are repeated and shared like jokes and legends during reminiscences about outport life. As Philip Hiscock has observed,
	
For over thirty years [the Bulletin] retained a large audience and injected into the folklore of Newfoundland a rich and varied corpus of verbal play. In a manner similar to the collection and telling of jokes, excerpts from remembered message programmes are passed on for entertainment, and enlightenment about Newfoundland’s past culture (Hiscock 1988: 53).

Here the channelling of telegraphic into radiophonic communication, private into public, scatters the grains (the original meaning of the term ‘broadcast’) of lore. This ‘publication’ of messages means that they ‘belong’ to a wider community that can then relate and repeat them freely, and adapt them, if they choose. The humour of the remembered, repeated (and, perhaps, in the process of oral transmission, refined) messages resides in the various ways in which they deviated from the conventional formula. The unconventional and figurative language of some messages can be attributed to a sense of humour on the part of the sender, or the necessity for economy in phrasing a telegram. Some allowed all kinds of possible interpretations of what the sender really meant. For example, one message was sent by a man to his wife, letting her know that he could not return home that day because he had to wait to complete their purchase of a household item: “Won’t be home tonight, hung up on stove” (quoted in Hiscock 1988: 56). Some of the humorous messages can be attributed to mistakes made during the scripting or relaying of the messages,​[104]​ which sheds light on the ‘cherishing’ of ‘amateur’ standards in local or regional radio. Wayne Schmalz, in his history of radio in Saskatchewan, has highlighted the popularity of amateur hours and local interaction in the programming of the small private stations in that (Canadian) province in the 1930s:

As imperfect as [the] announcers were, they nevertheless served to remind listeners that those who spoke to them over the air were one of them. Less than proficient renderings of the news or announcements of local events reinforced the notion that announcers were members of the community, doing the best they could through a medium that reflected the community and was responsive to its needs and wishes. If people felt close to their flawed announcers and error-prone stations – and there is abundant evidence that they did – then it was because they saw both as an extension, an integral part, of themselves. That is why they believed they had a legitimate say in programming… (quoted in Vipond 2004: 96-7). 
  
It has been noted that listeners to riddles, jokes and other folkloric forms become not merely participants but even creators of meaning when the message is not explicit; “to project themselves into the text in order to invest the empty spaces with meaning” (Levine 1992: 1386). Each and every Bulletin listener had had his or her interest piqued, and imagination fired, by “interstices that need connecting, ambiguities that need resolution, imprecisions that need clarity…” (Levine 1992: 1384). Thus the interpretation of the Bulletin was in many instances a collective process, as has typically been the case with the small group exchange of folklore, and this is entirely congruent with the way in which the programme contravened what we might term the normative model of broadcasting, which is typically unidirectional in flow and often private in its domestic mode of ‘consumption’. 





The habitual act as evocative ritual	“Bring father’s skin boots to the edge of the ice, coming by Kyle.” (Swain 1991: 103)	This message requests a relative to walk over harbour ice, near open water, to deposit sealskin boots for the journey home (the Kyle was a steamer ship). This message is suggestive of the traversal of the ‘threshold’ from a relatively urban environment (i.e. a hospital or the St. John’s harbour) back to the rural outport in order to return to family and community; the sealskin boots might thus be seen as a badge of identity. This is an explicit, although apocryphal, example of a message steeped in folk rhetoric.
The esoteric message	“Come quick. Nobody sick. All around shore.” (Payne 2005)	This perplexing message was supposedly sent by a woman to prompt her husband, who was working at a lumber-camp, to return home. A freight ship had run aground at the coastal community of Cow Head, spilling barrels of various foodstuffs, and the whole community was involved in a salvage operation. The woman knew that her husband wouldn’t want to miss this, but she didn’t want to alarm him, and she also didn’t want the whole coast to know about it, so she made the message both imperative and vague. Despite being transmitted publicly, this message is esoteric, in that it conveys a meaning that is understood ‘within the family’ or privately.




There exists no ‘proof’ that any of these messages were actually sent. What is known is that VONF station manager William F. Galgay strongly objected to the unconventional language of many of the personal messages, which Galgay felt did not conform to acceptable ‘broadcast English’. He complained; “many items involving persons and institutions are written in such a manner as to leave several constructions open to the listener with the possibility of interpretations which border on the libellous…” (Galgay 1943: 55; Hiscock 1988). Galgay’s objections highlight the way in which he was influenced by BBC-style policy protocols regarding the misuse of Standard English.​[106]​ 
The issue at stake was the recurrence of dialect differences, which made clear and unquestionable readings of the messages difficult. Doyle clashed with Galgay over this issue, insisting that the programme remain “intimate and informal” (Young 1947), thus defending its divergence from conventional ‘official’ news broadcasts. As Hiscock has noted, “the power of the programme was [such] that despite the gatekeeping of the popular medium, and of Galgay’s elitist sensibilities in particular, folk communication was maintained” (Hiscock 1988: 56-57). We can see evidence here of the recurring tension that arises between vernacular input and editorial control, when institutional practices in broadcasting must be adapted to accommodate the flexibility or fluidity of folk culture. 

The communication channelled through the Bulletin can be said to have been caught up in what Jill Brody has termed “the intertextual gap” (Brody 2000), in that the oral statement or directive undergoes a conversion into writing and/or a telegraphic (typographic and electronic) form before it can be re-spoken, and that there are both oral and written links in the chain of transmission. Given the disadvantages that many outport inhabitants faced in their relative isolation and illiteracy, the maintenance of ‘folk speech’ on the Broadcast had both symbolic and political importance. Any vernacular that ‘leaked through’ the medium of radio, which was otherwise dominated by Standard English (spoken in what in Newfoundland would be referred to as ‘townie’ accents), was cherished, as we will see in later discussion of The Fishermen’s Broadcast. During this early period in which the Bulletin provided an invaluable public service, those people who were most isolated and most deeply rooted in the oral tradition were those who were beholden to literate intermediaries in order to communicate across distances. 





It should be evident from the above discussion of the Bulletin that radio broadcasting has always served a very practical role as a survival mechanism in Newfoundland. Ever since the first transatlantic radio signal was received by Marconi on Signal Hill in St. John’s, Newfoundland in 1901, there has been a tremendous interest in the potential of radio technology in Newfoundland. The vital use of radio to save lives and organize shipping through accurate weather forecasting and the warnings of ships in distress in marine communications became engrained in the consciousness of Newfoundlanders some time before the model of commercial broadcast entertainment vied for their attentions (Webb 2007). Practical and instrumental uses of radio are still very much evident in Newfoundland to this day, especially in the form of The Fisheries Broadcast (1951- ), the longest running programme in Canada, and one of the longest running daily programmes in North America. Also another strong candidate for the most popular programme in the history of Newfoundland broadcasting, the Broadcast (as it is commonly known) is arguably the natural successor to the Bulletin, serving a similar role in providing survival information, and engendering a remarkable listener loyalty. The fact the programmes are commonly known by these foreshortened names alone signals their popularity and iconic status.

	The Fishermen’s Broadcast (as it was originally known – the title was changed to the Fisheries Broadcast in 1990 to acknowledge the involvement of women both in the industry and in the programme) began as an outgrowth of a national CBC programming policy to provide daily, accurate agricultural information. In 1951, Robert S. James was appointed as ‘Farm and Fish Commentator’ for Newfoundland, and the Fishermen’s Broadcast for Newfoundland began on March 5th of that year, a daily broadcast which initially lasted for fifteen minutes (between 5.30 and 5.45 p.m.). During this early period, the programme consisted of information to mariners, fish prices, government notices, and a full marine and inland weather forecast. Much of the information tended to be channelled directly from the government via telegraphic communication (Quinton 2007), and this impression of paternalism was compounded by the fact that James read from a script in the formal manner typical of CBC announcers at that time. Due to the time constraints of a fifteen-minute programme, the Fishermen’s Broadcast simply was not able to deliver in-depth coverage of major fisheries stories at that time. There was only one host and one programme assistant to produce the programme every day, and for at least the first twenty years of its history, the programme didn’t even have its own budget – expenses were paid from a central budget administered by station managers (Wellman 1997: 46, 27).
The ‘Fish Prices Report’, however, was an essential component of the Fishermen’s Broadcast, and it provided an invaluable service. During the 1950s and 1960s, fishermen had no other way of knowing what merchants were paying for fish in different areas. There were no union-negotiated fish prices, as the Fishermen, Food and Allied Workers Union (FFAW) would not be formed until 1972 (Wellman 1997: 48-49). Unlike farmers in rural America, for example, who had used the telephone for decades to call for current prices in the nearest city in order to avoid exploitation by the local grain dealer (Fischer 1987: 79), fishermen rarely had access to telephones during this period. However, battery operated radios were commonplace in Newfoundland, and the Fishermen’s Broadcast thus armed fishermen with the relevant price knowledge, which represented precious leverage during the few opportunities that arose to bargain with local fish merchants:
	
When we learned that fishermen in Fortune or Hermitage Bays were getting a half-cent a pound more than we were getting, the least we could do was bring it to the attention of our fish buyer… (anonymous fisherman, quoted in Wellman 1997: 49)  

During the 1950s and early 1960s there was a lack of commitment to the programme from the upper layers of the CBC management, and it was perceived as a political concession to appease the ‘locals’ ill-served by the Farm Broadcast (which received far more attention). These layers were characterized by their institutional rejection of the broadcast use of vernacular speech; fishermen were not considered to be articulate enough to express themselves on the air.  This was symptomatic of a wider, long-standing condescension that tended to predominate amongst the urban ‘elite’ in St. John’s, which perpetuated resentment between the ‘townies’ and the ‘baymen’. 

In addition to these problems, the first hosts of the programme lacked a reliable mode of communication with which to contact and interview fishermen. Telephones were scarce in Newfoundland during the 1950s, and the quality of the signal was often declared unfit for broadcast purposes. In addition, travel was time-consuming because of the inadequate road network and was often hampered by winter weather conditions. All of this severely restricted the mobility of the broadcast (Wellman 1997: 47). Despite the adversity of this situation, Dave Quinton, Rab Carnell and Hal Andrews were determined to get the voices of fishermen on the air - to get out of the studio and into the outports, visiting harbours and boarding boats with a portable tape recorder (initially a Nagra I). They began broadcasting interviews with fishermen during the middle 1960s, sometimes travelling several weeks to reach isolated outports:

The main thrust was to get out of St. John’s and get away from the bureaucrats and to the ordinary people who were supposedly inarticulate. We rejected the top-down approach. Any people [who lived] 10 miles outside of St. John’s were called ‘baymen’, and it wasn’t a very positive nickname (Quinton 2007).

The use of tape-recorded actuality in the Broadcast had a number of immediate effects. Quinton noticed that the fishermen were able to express themselves without reserve or self-consciousness about their lack of education when recorded in their own environment. Secondly, with the inclusion of these interviews the programme’s ratings started to rise dramatically. During the early years of the programme the ratings had stagnated at a low three or four percent, but with the inclusion of interviews this figure rose to over thirty percent, which resulted in a three-way ratings tie with the commercial stations VOCM and CJON (Wellman 1997: 17; Quinton 2007). This effect can be attributed to the revelatory effect of listeners finally being able to hear vernacular speech - which had been confined solely to ‘small group’ face-to-face communication for so long - on the public medium. For the first time the voices of working-class Newfoundlanders were heard on a regular basis on the airwaves, instead of their words being read out by a presenter or announcer in programmes such as the Bulletin and Barrelman (Webb 2008). In St. John’s there was an immediate ‘shock of recognition’:

St. John’s was rather elite – they had a low opinion of outports. But the inclusion of fishermen in the programme changed that. They found the fishermen to be articulate, so full of information. When the show started to represent the outports, people in St. John’s were amazed and secretly thrilled to find these people, isolated for hundreds of years, expressing their views (Quinton 2007).   

When the teams from the CBC Farm and Fish Broadcasts were co-opted into working for the television series Land and Sea in 1964, Quinton took advantage of the opportunities for conducting radio and television interview work concurrently during his trips to the outports. Given these new opportunities to gather actuality, and the wealth of stories to be covered, the programme was expanded in 1966 into a thirty-minute slot.​[108]​ When telephone lines improved sufficiently for phone interviews to be conducted with fishermen from all around the province, the impact on the ratings was again phenomenal. Newfoundland ‘open-line’ (phone-in) shows have always been remarkably popular in Newfoundland, especially compared with other provinces in Canada  – there are approximately 30 hours of open-line programming broadcast every week on St. John’s commercial stations (see Martin 2004).​[109]​ 

When Anne Budgell began working for the Broadcast in 1980, there were still only two people working on the programme, which meant that one person would stay in the office whilst the other would get in the CBC vehicle and go off to report from ‘on location’. After recording an interview with a battery-operated tape-recorder, the actuality would typically be relayed to the studio via a telephone line. In an interview with the present author, Budgell gave an account of how this worked - before mobile phones became ubiquitous, the radio producer would essentially transform a phone booth into a makeshift studio:

We used to be able to unscrew the bottom part of the mouthpiece on the telephone, and inside the mouthpiece of those telephones were two little connector things – and we had alligator clips that we’d clip on. You would have output from your…Sony recorder machine…and you could plug it into the output. You could phone into the office, and they would record (your voice), and you would say “I’m here in Placentia Bay and I’ve been here all day and I’ve been watching this going on and that going on, and I’ve talked to fisherman so and so…” and you would hook up the clips, press play and the send it over the phone-line, obviously in real time, and they would just record it at the other end…It always worked. 100 percent (Budgell 2007).   

In addition to providing a makeshift studio during ‘fieldwork’ and an open-line (phone-in) forum for listeners via the studio, telephone technology was also used extensively by the Broadcast to conduct phone-out interviews, especially during the winter months when travel was difficult. As mobile phones were very rare then and calls would be made in the daytime when fishermen were usually out on the water, one of the hosts would typically talk to a fisherman’s spouse or a fish-plant manager instead or wait until the fishermen returned to shore (Budgell 2007).​[110]​ However, as Budgell noted, “there was never any problem in getting people to talk…” (Budgell 2007) – fishermen were and are always willing to be interviewed for the Broadcast because of its credibility, and the fact that fishermen feel ownership of the programme, that it is ‘their own’ (Wellman 1997). 
The telephone has proved an invaluable tool for regional CBC programming created within Newfoundland, like the Broadcast and Radio Noon, which are extremely popular, but which nonetheless have very small budgets. It is somewhat ironic that for many years the federal CBC has regarded the Broadcast as an anomaly in the schedules retained only for its good audience ratings (an obstruction to the desire of programme planners for conformity across the network) as in some ways the use of the telephone as an extended microphone in the Broadcast (and in the Crosstalk segment of Radio Noon) is redolent of As It Happens, the CBC’s flagship (national) current affairs programme. As It Happens, which was launched in 1968 by Irish-born former BBC producer Val Clery (see Chapter 2.2 for his praise of Denis Mitchell’s work), made use of the telephone to seek out direct speech, firsthand testimony, and off-the-cuff responses, whether about current affairs or about the respondents’ own lifestyles: 

The granddaddy of all of today’s experiments in airwaves dialogue, satellite conversation, call-in radio etc., may be the Canadian Public Radio [sic] broadcast “As It Happens”…Avoiding direct news-event summaries and official newspeak non-statements, “As It Happens” reporters seek out a variety of voices…The show seems, in fact, to stress vocal diversity, regional humor and accents, and local color over global headlines. The reporters are as likely to speak with a Montana farmer about his new buffalo-chip ashtrays as with an economist about his indicators on the depression. The final honor, though, goes not to any individual but to the radio-phone lines themselves, the system that links all those distinct regions to help us talk as a larger community (Gibian 1997: 145).        
	      
The Broadcast helps those who work in the fishery to talk as a community, and performs the role of binding together the communities that constitute Newfoundland’s scattered population: 

We’re a small enough population to care about what happens to each other. I mean if there’s a flood in Badger, we care about that. If there’s a house fire in Sheshatshiu, we care about that. And the reason we know that these things happen is because of radio first… (Budgell, quoted in Crean 1987: 97)

We are interested in what’s going on in the next bay, in the next cove, and over in Labrador. We are interested. And if you hear that, you know, a fisherman over in White Bay had a tremendous catch of herring, well, the fishermen down in Conception Bay are interested in that. They say, “Oh Jeez, they’re doing well with herring up there, I wonder where they’re selling it?” It’s a small community of connected people even though we are really spread out (Budgell 2007).
  
This sense of connectedness through radio has proved especially important since the dramatic events of 1992, when a moratorium on cod fishing was announced. For 500 years, cod had not just been the staple industry of Newfoundland, it had also been legendarily plentiful; stories abounded of how when Cabot first arrived, the cod were so thick in the water that they impeded the progress of the ships. However, centuries of competitive over-fishing and ecological change had taken their toll, and in 1992 the Canadian Government finally were forced to address the situation of the dwindling northern cod stocks, imposing what was initially a two-year moratorium. For Kathy Porter, Executive Producer for Current Affairs in Newfoundland and former Broadcast host, the programme’s importance has increased, rather than diminished since the moratorium, as it has made it obvious just how much is at stake in the fishery (interviewed in Street and May 2005). This was not just an ecological disaster but also the biggest ‘lay-off’ in Canadian history, and it was the ultimate proof that the fishery was not a fringe or minority interest but “a subject that touches every life in the province” (Budgell, quoted in Crean 1987). With the seismic changes undergone with the near extinction of the once-legendary northern cod fishery, Ann Budgell felt that a special unit should be set up, as a smaller version of the Resources Unit which had operated in the 1980s,​[111]​ to document the social impact in all its manifestations, which impacted on every single Newfoundlander, whether they worked in the fishery or not (Budgell 2007).
Chris Brookes, an award-winning Newfoundland radio feature-maker who set up the freelance production company Battery Radio in St. John’s in 1991, has made several radio documentaries that have attempted to document the social and cultural changes wreaked by the near-extinction of the cod fishery on Newfoundlanders, on an individual, personal or community level. In 1995 he made the radio documentary The Lifetime Struggle, the idea for which originated when he saw a newspaper auction advertisement for a wooden, 30-foot boat bearing this name. Intrigued by the name of the boat, Brookes tracked down the owners at Beaumont, an outport on St. Mary’s Bay, and began to document the sad story of the handmade boat. Towards the end of the 1980s, the brothers had decided to raise the gunnels and get a new engine, and they borrowed $10,000 from the Fisheries Board to carry out this work. The government at that time encouraged fishermen to take out such loans to upgrade their boats and equipment, which were then paid off with 10 percent of the value of the annual catch. After the moratorium was announced, the brothers were in a desperate situation, as they were no longer allowed to fish, and so they could not pay off the loan. One by one boats like theirs were repossessed and put up for auction. The Lifetime Struggle was sold for about $2,000, and subsequently scrapped, but the Loan Board still demanded the rest of the loan back from the brothers:

The official history says fishermen were compensated for their losses after the cod moratorium, but the real history – on the ground, seen from the bottom up – is a very different story. That’s what oral history does. I thought the story needed to be told, and I hoped it might change the policy. Of course it didn’t (Brookes, quoted in Riordan 2004: 104).   

Brookes continued to grapple with the difficulties in trying to communicate or reflect the cultural impact of the moratorium, particularly with a feature called Running the Goat.​[112]​ In an interview with the present author he reflected on these difficulties:

How do you talk about cultural change? Because it’s not reflected in the newscast, but it very clearly happens. I never hear it on the news. We hear about the economic impact of the collapse, or the jobs lost, or of people leaving the province. But the idea that there’s a 500 year-old culture and you…suddenly assassinate the centre-point of it, what happens then? Back then, 15 years ago, a couple of people were talking about the plains Indians, and what happened when the buffalo were gone…The cultural loss… (Brookes 2007). 

Post-moratorium, many people felt that the end of the cod fishery meant the end of the Broadcast. However, both the CBC local management and the Broadcast staff recognized both that there was more to the fishery than cod (vital though it had been), and that the Broadcast was needed more than ever to communicate the new and rapidly changing socio-economic reality in the fishery (Wellman 1997: 164). The Broadcast offered dialogue and debate within the vernacular, which was especially important given the bureaucratic or scientific language of political enquiries and ecological evidence, and  the exponential increase in what Innis termed ‘the quantitative pressure of knowledge’. Ever since the middle 1980s it was felt that the government’s intention was to stall complaints about dwindling cod stocks through a diversionary strategy of ‘divide and confuse’:

Before one document could be analyzed and debated there was another one out. Neither fishermen nor media could adequately assess the massive amounts of material coming at them daily and, whether it was by design or not, confusion ran rampant (Wellman 1997: 160).

 The Broadcast also played a role in 'cutting a swathe' through bureaucratic 'officialese' when new compensation and training programs were announced for the thousands of fishermen and plant workers who were out of work following the moratorium. These programs were loaded with complicated details that needed independent scrutiny and interpretation for those who suddenly became dependent on them (Wellman 1997: 164-165). It is also important to remember the role the Broadcast plays in highlighting the value of local as opposed to expert knowledge. In the words of the 1990 Harris Report to the Minister of the Department of Fisheries on the state of the northern cod stocks,

We must note the oft-repeated refrain, “we told them so, but they wouldn’t listen…” Over and over, it was urged to think upon the value of local knowledge and experience. Over and over, it was urged to find the mean of involving fishermen in the process of decision-making…that there are categories of knowledge that are not amenable to quantification and that, even if they cannot be incorporated into mathematical models, should not for that reason be scorned (quoted in Earle 1998). 

Newcomers to Newfoundland, especially those used to the vitriolic and vituperative style of ‘talkback’ radio in the United States, are constantly discovering the articulacy of fishermen through the Broadcast, just as many urban Newfoundland listeners did back in the 1960s:  

The most striking thing about the callers into The Fisheries Broadcast is how articulate they are. They tend to express not just feelings that burst unconsidered into language, but consecutive thoughts, well-reasoned arguments, and often researched documentation. Sometimes the callers seem to be reading their remarks, suggesting that they have taken the time to write down those thoughts beforehand, though, again, this could be simply the result of an oral tradition, used to transmitting complex and extended thoughts and information verbally, combined with a formality of expression adopted for such a public venue as a radio broadcast (Finch 2007: 99).

Before the Broadcast was able to incorporate interviews and entertainment​[113]​ within its remit, it was relevant solely to those active in the fishery, as… 

…the presentation of the hard facts of low prices and small catches, communicated in a formal declamatory style by an outsider radio announcer who was obviously reading from a distance, was not enough to hold an audience whose occupational links with the outport fishery were tenuous or broken (Narváez 1991: 204-205). 

As Narváez goes on to note, drawing upon the theories of Harold Innis,

The spatially expansionist tendencies of the radio medium…were fundamentally at odds with the contractionist worldview of traditional outport Newfoundland with which such listeners wanted to remain in contact (Narváez 1991: 204).

The Broadcast had originally been designed to serve a strictly occupational audience, but this kind of ‘narrowcasting’ was not successful, as fishing has never been a minority occupation in the province, and has always had an immense cultural resonance. The inclusion of vernacular content within the programme - in the form of storytelling, interviews and folk song – has increased the appeal of the programme for those whose lives are not directly connected with the fishery. As with the Bulletin, institutional protocols had to be adapted and developed in order to accommodate the flexibility or fluidity of folk culture, in order that the programme reflected not merely the occupational concerns of fishermen but more broadly the ‘habitus’ of Newfoundland outport culture. 

Narváez has suggested that for some the motivation for ‘listening in’ has been a “sense of cultural obligation”, as the Broadcast has allowed the listener to keep in touch with what was regarded as being authentically Newfoundland (Narváez 1991: 204). It appears that this sense of obligation has actually increased following the moratorium, as the programme has played a pastoral role for devastated listeners. In some ways the Broadcast has changed from being a spotlight for the fisheries to a spotlight on the fisheries, from radar to sounding board: 

[T]he Fisheries Broadcast has evolved into a forum, a kind of daily island-wide group therapy session, during which the collapse of the cod fishery, its causes, the government regulatory, social, and economic policies that have succeeded it, the characters and motives of the politicians that have spawned these policies, the cultural and personal consequences of the moratorium and its aftermath, and all other issues fish-related – which is to say, all things Newfoundland – are discussed, analyzed, debated, harangued, cursed, satirized, and endlessly elaborated with always impressive energy, passion, and rhetoric (Finch 2007: 98).

In an interview with the present author, Dave Quinton attributed the programme’s original popularity with ‘urban’ listeners directly to the inclusion of tape-recorded interviews with fishermen; “…most urban people listened for the voices of the fishermen and the stories…” As most of the urban audience had familial roots in the small towns and outport, “eventually the audience was just as strong in the city as in Leading Tickles” (Quinton 2007).​[114]​ 
	As we noted in the section on Sam Hanna Bell in Chapter 2, the use of the portable tape recorder permitted the programme maker to interview farmers and fishermen in their own familiar surroundings; as a result, they were induced to talk freely and easily. Listener interest in the Broadcast has frequently resided not so much in what is said in the programme as the way in which it is said – “the way people talked, the way they expressed themselves, the sound of their voices, the expressions they used, the regional accents they had…” (Budgell 2007). 


3.4	The Chronicles of Uncle Mose

Before interviews were included in the Broadcast, it was the inclusion of Ted Russell’s vernacular storytelling in the programme (in the form of the dramatic feature The Chronicles of Uncle Mose) that provided this kind of listener interest, countering radio’s space-bias through the reassertion of local culture, tradition and opinion. This regular feature of the Broadcast enabled listeners to experience “personal primary relations” (Narváez 1991) or ‘social contact’ through storytelling, rather than distant secondary relationships with a formal announcer, as we will see.
 
The Chronicles of Uncle Mose was a short regular monologue which Russell began broadcasting in 1953, two years after the show’s inception. The Broadcast’s first host Jimmy James had come to the realization that the programme needed some variety or light-relief due to the monotony and repetition of its scripted delivery. After deciding against the option of commissioning a family drama serial (along the lines of the CBC’s farm serials or the BBC’s The Archers, which began in 1951), James hit upon the idea of hiring his storyteller friend Ted Russell. Russell was born in 1904 in a small outport community on Conception Bay, Coley’s Point. He had worked as a teacher and magistrate, and as a politician – between 1949 and 1951 he gained prominence as (former Barrelman) Joseph Smallwood’s Minister of Natural Resources, in a role that involved broadcasting information about co-operatives on VONF. However, he is best known as the voice of ‘Uncle Mose’ on the Fishermen’s Broadcast between 1953 and 1961, as well as for authoring the play The Holdin’ Ground, which built upon these monologues, and became very popular as a radio play.
 
The Chronicles of Uncle Mose were set in the imaginary outport community of ‘Pigeon Inlet’ and were narrated by Russell from the perspective of the character of ‘Uncle Mose’ Mitchell. Pigeon Inlet, although fictional, represents in many ways the archetypal traditional Newfoundland outport, conceived as it was by Russell as a composite of several close-knit communities in which he had worked as a schoolteacher and magistrate. Russell cited three sources for his narratives: some were stories heard during his experiences working in outports, some were invented and based on such experiences, and some were sent in by listeners (Narváez 1991: 197). What was crucial in identifying these monologues so strongly with traditional outport culture was their use of vernacular language, conventionalized topics of conversation and traditional oral genres (beliefs, sayings, gossip, tall tales) that gave residents and listeners a sense of place and their roots. Russell achieved an effect amongst his listener akin to that achieved by Garrison Keillor in his Lake Wobegon radio monologues (included in the US National Public Radio programme A Prairie Home Companion); the monologues not only fabricated the immediate and imaginary community of Pigeon Inlet with which listeners could identify, but also engendered a radio or ‘mediate’ community of listeners. As Larson notes of the Lake Wobegon monologues, 

These shared memories, values and lifestyles were a fertile seedbed for the shared references in the monologues that seemed to unite the listening audience into an “as-if” mediated community (Larson and Oravec 1987; Larson 1995-1996).

Narváez has written of the effectiveness of The Chronicles of Uncle Mose in uniting its audience into an ‘imagined community’ through parasocial connectivity (the approximation of face-to-face relationships), and its merging of social information usually assumed to be restricted to small groups within private contexts (what Erving Goffman referred to as ‘back region’ communication) with more widely acknowledged social information used in public behaviours (‘front region’ communication) (Narváez 1991: 192).

	We can briefly note that this ‘tradition’ initiated by Russell has occasionally been upheld in subsequent Newfoundland radio programming. For example, the radio soap opera Oil in the Family was another highly popular Newfoundland programme that merged front and back region communication. Launched in 1982 and initiated by (the then CBC radio producers) Chris Brookes and Diane Humber, the series was intended to recapture the audience that were watching television soaps rather than listening to CBC at a particular time. The programme sought to examine how the events of the day impacted upon the lives of ordinary Newfoundlanders, in the shape of a fictional working-class family. Two writers produced an eight-minute script every morning, based on that day’s news, and the programme was broadcast at 5.20 p.m., just before the Fisheries Broadcast, which was when the audience peaked. 
Oil in the Family immediately attempted to reflect the devastating impact of the ‘Ocean Ranger’ disaster which occurred the very night before planning for the series began, when the world’s largest oil-drilling platform capsized in a fierce winter storm, leaving all eighty-four men on board (fifty-six of them from Newfoundland) dead. It achieved this partly through portraying the depression and sense of injustice experienced by a particular character, Michael, who had lost a friend in the disaster:

[The disaster] touched everyone, it was huge. People were outraged that the Provincial Government weren’t going to open an inquiry. [In the programme] Michael went to the Government building, saw the Premier in the elevator, and ran to catch it. We ended the programme by asking ‘”If you were in the elevator with Premier, what would you like to ask him about the Ocean Ranger enquiry? Phone in now…” And people did – we based the next day’s script on that (Brookes 2007).
 
In addition to the reflection of topical issues, the more public forms of knowledge in The Chronicles of Uncle Mose consisted of practical information on government programmes or direct commentary on issues of direct relevance to working-class Newfoundlanders during that period. This represented a continuation of Russell’s pre-Confederation broadcasting career (and therefore was symptomatic of the continuity between pre- and post-Confederation Newfoundland radio broadcasting), in which he broadcast information on positive economic development as Minister of Natural Resources (Webb 2008). The programme in this way provided vital orientation to listeners adjusting to the massive socio-cultural changes accompanying Confederation and resettlement (see section 3.7 on the Fogo Process for an explanation of resettlement), which Newfoundland society underwent during the years the programmes was on the air. The public forms of knowledge were not conveyed in a didactic fashion but instead were introduced as shared references, thus merging with the social information normally associated with private contexts. These issues included fish prices; fish markets; the state of the Canadian dollar; fishing regulations; conservation, poaching and the twelve-mile limit; and the role of education in the changing fishery. They also included issues of wider concerns such as the United Nations; taxes; tourism; forest fires; and (a frequent pre-occupation) ‘what it means to be a Canadian’ (see Narváez 1991: 198).  

Many of the Chronicles document the way in which the fact of economic dependence on Canada during these years had to be accepted, but that it vied with the native instincts of self-sufficiency and suspicion of ‘distant’ authority characteristic of ‘rural’ Newfoundlanders. For example, an episode called News from Nova Scotia (March 10th 1961) highlights the initial resistance of some Newfoundlanders to old age pensions, a feature of the ‘new life’ as part of Canada after Confederation. Grandpa Walcott wants to keep working, even though he is receiving a pension, and refuses to accept that this takes jobs away from the unemployed. His character is a wise old patriarch of the community, who symbolizes the self-sufficient attitude of Newfoundlanders that remains in place no matter which political party, or even form of government, is in power. In the episode Net Loft of Gossip (broadcast 14th April 1961)​[115]​ Mose explains the practicalities and exigencies of qualification for unemployment benefit stamps, not before giving a tirade against those who believe that Newfoundland fishermen shouldn’t have been made eligible, as they are supposedly ‘seasonal’ workers. Mose sees this as segregation of the fishing community, who he believes are the current scapegoats for the draining of the Canadian unemployment fund. He attributes this not to ‘mainland Canadians’ but “the people who talk over the radios and write in the newspapers over the summer about how well the fishermen in this area or that are doing with the fish, and how if it all keeps up, they’ll qualify for insurance….”​[116]​ 
Episodes such as Young Men Fishing (broadcast 2nd December 1960) and The United Nations (broadcast October 7th 1961) satirize the arrogance and competitive rhetoric of top-ranking politicians, providing anecdotal evidence with which to demonstrate how compromise is reached amicably in Pigeon Inlet. The homespun wisdom, locally grounded perspective and frequent misconceptions that can be found in Pigeon Inlet also provide a great deal of humour in themselves, but chiefly as a satirical weapon to wield against authority figures, asserting the value of both local knowledge and local ignorance. Interestingly (especially given that these episodes predate the inclusion of fishermen’s voices on the airwaves), these episodes play on the fallibility of news or talks on the radio, questioning the idea that the listening public should automatically confer those people (politicians, pollsters and pundits) who broadcast on the radio with authority. Even ostensibly non-topical or ‘message-free’ episodes are often characterized by playful subversion. For example, Santa Claus (broadcast December 16th 1960) alludes to the space-bias of radio by centring on the commercialisation of Christmas through radio advertising – a child who overhears a radio broadcast featuring Santa Claus in Toronto wants to know how he can also be in Pigeon Inlet if he is really “up there, in that place, on the radio”; “They wouldn’t tell lies like that over the radio, would they, Uncle Mose?”  








To gain further insights into how Newfoundland’s relationship with ‘mainland’ Canada was reflected and negotiated through the popular cultural content of broadcasting, it may prove instructive to examine some of Newfoundland’s contributions to the national series Between Ourselves (1966-1979). This series had its origins in the concern of the CBC to implement “its cultural mandate to try to seek out and find the Canadian identity and express it wherever it was found” (Mazé 2006: 241). The public funding of the CBC determined that this mandate was cultural  rather than commercial. In the mid-1960s the CBC reiterated its aim to create more programming ‘that reflects Canada to Canadians’, a recognition of the importance of regional programming in fulfilling the Corporation’s national broadcasting objectives (De Sousa 1999: 137). The 1967-1968 CBC Annual Report detailed the national cultural role fulfilled by regional programming, especially in regard to the activities surrounding the Centennial of Canada’s confederation, which took place that same year:

They bring the national service to the community and in their contribution to the network they reflect the sights and sound, the character of their area, to the rest of the country, thus helping all Canadians know more about one another. Never was this more true than during the Centennial when all Canadians displayed a heightened interest in the nation and each other (quoted in De Sousa 1999: 137).

Between Ourselves, which ran between March 1966 and December 1979, was perhaps the CBC network series that best exemplified this ‘interest’, and the one which benefited most from the liberating effects of the use of magnetic tape in radio production. The title of the series was indicative of the felt need at this time to ‘reach out’ to provincial neighbours and consolidate national identity. Likewise, oral history was a feature of the French-language ‘ethnic’ series Ils Sont des Notres, whose title explicitly signalled the welcoming of ‘new Canadians’, who were invited to speak of their lives and experiences. As a publicly funded cultural institution, the CBC was obligated to recognize the regional, cultural and linguistic disparities highlighted by Quebec, indigenous peoples, recent immigrants, regional ‘minorities’ (such as Newfoundlanders), and other intractable challenges to a nationalist project (Mullen 2009).​[117]​ The title Between Ourselves signalled the emphasis within the series on the intimacy of ‘spoken history’ as well as inter-provincial communication, featuring recordings of oral histories within the provincial regions as a means of exploring a shared heritage and creating an ‘imagined community’ (Anderson 1991). Here is a typical introduction to a Newfoundland edition of Between Ourselves:

Good evening. My name is Ken Pagniez. There are now something over 20 million people living in Canada – people whose backgrounds and outlooks are as diverse as pebbles on a beach. Through the medium of this programme, we hope to show how one tiny segment of this population lives and feels. It’s all part of our national heritage, our Canadian identity. And, of course, it’s all between ourselves (Pagniez 1968).

Newfoundland’s regional contributions to the series were many and varied, as the province had a wealth of historical events to draw upon, including its settlement by West Country English and Irish mariners, military and aviation history; outport life; Inuit culture; the province’s vital role in the development of transatlantic radio and telegraphic communications; expeditions and explorations within journal accounts; settlement narratives; tales of the remarkable ‘iron men and wooden ships’ of the Grand Banks fishery and the Newfoundland seal hunt; and missionary life and the work of Sir Wilfred Grenfell ‘down North’ in icy, isolated Labrador. 
Other Between Ourselves editions also dealt with outport traditions, seasonal customs, occupational groups, and so on. For example, Southern Shore Queen (Pagniez 1968) is a document of outport life, in the form of songs, stories, local history and folklore that were already fast disappearing when the programme was broadcast (November 15th 1968). Another edition that engaged listeners across the national network was Christmas Mummering in Newfoundland (broadcast on the 21st December 1973), which built upon fieldwork undertaken by staff at Memorial University’s Folklore Department.​[118]​ Mummering was (and is) essentially a visiting custom, which involves a group of disguised adults visiting randomly chosen houses during the twelve days of Christmas. During the visits, mummers sing, play music and dance, while the owners of the house offer them food and drink, and try various ruses to guess the identity of their masked ‘guests’. Mummering as a ritual has been interpreted as an expression of unconventional and even intimidating behaviour, which performs the role of a safety valve in a close-knit community, as it represents a temporary escape from the habitual and normative roles that people have to adopt in modern society (see Halpert and Storey 1969). ‘Mainland’ Canadians (as Newfoundlanders sometimes refer to Canadians of other provinces) unaware of this Newfoundland custom at the time of broadcast must surely have been intrigued by this historical survival of ‘primitive ritual’, attributed to English and Irish settlement, which had nonetheless undergone subtle adaptation in the process of migration. Such a programme suited CBC’s remit to include diverse regional input, and the fostering of a distinctive national unity by the exhibition one of Canada’s oldest ‘identity symbols’. As folklorist Gerald Pocius has observed,

In many instances, when a particular region becomes a symbol for an entire national identity, it is often because it is perceived as a place where what is believed to be older beliefs and practices untouched by the outside world survive. Newfoundland sometimes plays this role within Canada because its everyday life is seen different – and therefore more authentic – than the areas of urbanized central Canada that more closely resemble the United States. Songs are sung, dialect words abound, calendar customs are practised… (Pocius 2001).

Anthropologist Ralph Linton defined the active promotion of such identity symbols as ‘nativism’, or a nativistic movement (Linton 1943: 230-240). During this process, what were in previous generations ordinary everyday practices that were not considered exceptional, become objectified embodiments of cultural identity or cultural capital (Pocius 1988: 59). Such has frequently been the case in Newfoundland broadcasting, from The Barrelman to Between Ourselves and Battery Radio, where local folklore has been publicised or ‘published’ by the mass medium of radio, thereby entering into a kind of canon of national folkways. Newfoundland has always had a great deal of history to draw on, especially in comparison to other provinces that were ‘settled’ far more recently (and integrated into Canada’s federation far earlier), and this has sometimes proved useful to CBC network programming. Yet the prodigious output of the Special Events and Features Department of CBC Newfoundland Radio, which produced the Between Ourselves editions, was in inverse proportion to its staffing and funding:

When we were doing the Between Ourselves shows, we would literally conceive the idea, go out and record the elements, then come back and edit for days and days and days - sometimes though the night - to meet a deadline, write the script, go into the studio and voice it, self-produce or direct it…We conceived these ideas, wrote them, edited them, narrated them, produced and directed, we did everything…And many of these shows were done with a nil budget – no dollars at all! (Browne 2008).

The Special Events and Features Department that CBC producers Des Browne and Dave Gunn worked for during the 1950s and 1960s was, like the Broadcast, run on a shoestring budget, consisting of only two other regular staff – a secretary/programme assistant, and another producer/presenter/engineer called Ken Pagniez. For many years this ‘skeleton crew’ – sometimes aided by colleagues or freelance writers and presenters - operated outside broadcasts for festivals, parades, sporting events, royal visits and federal and provincial and municipal elections, and produced countless radio (and later television) documentaries, many of which were broadcast nationally.
The work of the Department had long encompassed the use of outreach and actuality to create community profiles of national interest, beginning with the yearly Christmas broadcasts from the outports, which began to be received by a national audience in the late 1950s (O' Brien 1962). Each year the team would travel to an isolated outport, where they would record plays and church services, interview material and ambience, with newly available portable tape recorders. CBC radio producers had been seeking out the sounds of everyday life since at least the early 1950s, making documentaries that featured “people working and playing in their accustomed manner” (Hogarth 2001: 127). However, such documentaries were, in fact, carefully staged, and the Newfoundland outport broadcasts, by contrast, featured a high degree of spontaneity. Such broadcasts eventually gained wider recognition within the wider CBC. Staff had to telephone the CBC ‘Head Office’ in Toronto to lobby for the inclusion of particular programmes in the national schedules. Newfoundland contributions were, of course, also regularly featured in regular network ‘round-ups’ of material from the different provinces. For example, in an interview with the present author, Browne recalled a 1967 ‘magazine’ series called Centennial Diary, which featured many contributions from Newfoundland and Labrador:

We would contribute to those regularly. And I remember at the end of the year they did a montage of all the preceding year’s items, an hour-long show. And I remember counting something like 13 items that I had contributed alone! We were this little tiny operation, and they [other provinces] had stations in major cities! (Browne 2008).
 
Upon being asked about the preservation of cultural heritage through radio broadcasting in Newfoundland, Dave Gunn recently (2007) noted that the attitudes of the post-war era CBN producers were not far removed from those of their audience; community survival and adjustment to the massive socio-cultural changes accompanying Confederation with Canada, in 1949, and the Government’s resettlement programme between 1954 and 1975 (see the section on the Fogo Process, below) took precedence over any concern or ambition to preserve what was being lost. More specifically, Gunn felt that there was no realisation amongst his bosses at the time about the need for the preservation of aural history, or a sense of urgency in recording the testimony of eyewitnesses to historical events. Gunn had to ‘squirrel away’ tape to stop it from being reused, and often had to deflect queries about his requests for more (Gunn 2007).​[119]​ In an interview with the present author, Des Browne reinforced Gunn’s observations about a general lack of archival preservation in St. John’s at that time,​[120]​ bemoaning the aural history that has been lost, which long preceded the Between Ourselves editions:​[121]​ 






Radio programming such as Between Ourselves featured a great deal of oral history in order to fulfil the broad CBC remit to reflect or interpret Canada to Canadians, and to celebrate the diversity of Canada’s provinces.​[123]​ Earlier in the chapter we discussed the cultural mandate of the CBC, specifically the fresh impetus given to regional programming in 1967-8 by the CBC Annual Report. The Liberal Government’s two-fold policy at the time was to democratize and regionalize culture by increasing communication between provinces, and by integrating the margins into the mainstream of Canadian life (Marchessault 1995: 134). In a sense, Liberal Governments had also established “the role of subsidized culture as a guardian angel for national identity” (Tuer 2005: 97), ever since the Massey Report recommended setting up an agency to subsidize Canadian culture without trying to direct or control it (Frye 1982/2003). 
However, debate has often raged about whether governmental cultural subsidy delivers on its promises, or equates to “a constellation of national bureaucracies that empower an abstract collective identity without necessarily empowering the actual citizens in whose name they speak…” (Berland 1995: 517). Newfoundland has represented a particularly interesting and complex regional challenge to the notion of national cultural subsidy – before joining Canada in 1949 there had already been “a century of various projects of state formation and ‘nationalisms’ of one kind or another that defined Newfoundland as a distinct political and cultural entity” (Crocker 2008: 73). With the example of the Fogo Process, we will see how local community empowerment resulted – against the odds - from the convergence of national cultural subsidy and a local and ‘marginal’ grassroots initiative in Newfoundland.   

During 1967, the year of the Centennial of Confederation, a project was initiated which also reflected the Liberal Government’s democratization agenda, and which took a highly instrumental and experimental approach to cultural development. ‘Challenge for Change/Societies Nouvelle’ (hereafter Challenge for Change) was a bi-cultural (Anglo-Canadian and French-Canadian) project initiated by the National Film Board (NFB) of Canada in 1967 and subsidised by seventeen federal government departments and agencies. Eight government departments each contributed $100,000, which was match-funded by the NFB, creating a budget of $1.6 million. Created “to help eradicate the causes of poverty by provoking basic social change”, this division of the Canadian ‘War on Poverty’ ultimately gave some of the disenfranchised and marginal communities of Canada a measure of self-definition by facilitating their access to communications media (film, and later Super-8, portable video and cable television) (Marchessault 1995; Boyle 2000). Challenge for Change therefore represented not just a groundbreaking experiment in communication for social change but also a model of best practice in the government subsidy of community or alternative media (Lewis and Scifo 2008), a point that will be re-iterated in Chapter 5.5. 
Although the products of these initiatives were films and not radio documentaries, the issues they raise about the ethics of editing and about ‘citizen access’ to media also anticipate my discussion of the uses of oral history by BBC radio and community radio in Chapters 4 and 5. For example, the decision to create discrete, ‘modular’ films about individual people, events or a particular work process (see p.188) obviated the difficult choices typically faced by oral historians and radio producers when they ‘wrench’ excerpted testimony from a whole series of interviews to support the theme or argument of a programme, thereby reassembling the life history ‘evidence’ to view it from a new angle, as if horizontally rather than vertically (Thompson 1988: 237). Secondly, whilst the Fogo Process utilized 16mm film as a catalyst for social change, there is no reason why other communications media cannot be utilized to achieve similar results. For example, the grassroots communication organization Ryakuga currently utilizes the model of the Fogo Process in establishing community radio stations in Newfoundland and training local people in community reporting, the use of recording technology to catalyse discussion of local issues and publicise local culture. The resulting content is broadcast on FM and simultaneously webcast as Internet radio.

Initially, Challenge for Change produced films about such subjects as poverty, welfare agencies, minority groups and human rights in a traditional, Grierson-influenced NFB manner. However, the limitations of such an approach with regard to social change soon became evident, in the aftermath of the pilot film Things I Cannot Change. This film showed a poor Montreal family of 12 who were barely subsisting on welfare. It was released to the public before being seen by the family, who therefore had not control over the film’s final form, and were “subsequently ostracized and ridiculed by their neighbours, an experience that only compounded their powerlessness and despair” (Goldberg, quoted in Emke 1998). Although the film won six awards, critical success was overshadowed by this local controversy, which indicated the need to consider the dignity of the people in the film, and not to use them as ciphers to illustrate an aspect of socio-economic reality.
 





The transition from a traditional documentary production process to a more open and inclusive approach to filmmaking came about as a direct result of the collaborative experiment that became known as the Fogo Process. One of its founders, Donald Snowden, had arrived in Newfoundland in 1964 to conduct a study for the Canadian Government on the failure of co-operatives in Newfoundland. In 1965 he was invited to join Memorial University’s Extension Service, as Director. The Extension Service had been set up in 1959 to enable fieldworkers to conduct outreach work in rural areas, to promote and provide access to non-formal forms of adult and distance education, and to become participants in community development. Snowden had developed a keen interest in Fogo Island, and believed that it might represent an ideal site for a producer co-operative. Fogo Island, just off the northeast coast of Newfoundland, contained 10 communities and about 5,000 people in 1967, but these people were being urged to move to the ‘growth centres’. 
Between 1954 and 1975, 253 Newfoundland communities were ‘evacuated’ (the government’s term) throughout the province. The Smallwood Government had two main aims with its resettlement. Firstly, it aimed to ensure that all residents of the province had access to a reasonable level of government services, communications, and electricity. The provision of health care, education, transport, post offices and other services could be delivered at a considerable lower per unit cost to larger populations. Secondly, the resettlement programmes testified to Premier Joseph Smallwood’s single-minded intention to industrialize and diversify the Province’s economy, and to modernize the fishery. 
	In many ways Fogo Island represented a microcosm of rural Newfoundland at this time: illiteracy was widespread; communications were poor or non-existent; there was little municipal government, few local services, and a great inequality between merchants (or clergy) and residents. By 1966, 60 percent of the Fogo islanders were on welfare benefits, and the major fish merchant had left the island due to the decline in ‘landings’. It was around this time that the prospect of the entire resettlement of the island was proposed, and in response the Fogo Island Improvement Committee was formed in 1964. It was this committee which brought the Extension Service and later the National Film Board to the island, and it later went on to become a Rural Development Association (Emke 1998). 
	
	It was fortuitous that Colin Low, a talented filmmaker from Unit B of the NFB, had already expressed interest in making a Challenge for Change documentary in Newfoundland. He met with Snowden, and the two men decided to pool the resources of the Extension Service and Snowden’s team from Challenge for Change. They chose Fogo Island due to Snowden’s knowledge of the place, but also because Fred Earle was at that time living on the island. A Fogo Islander himself, Earle was working with the Extension Service and had a good rapport with the islanders.​[124]​ As Director of the Extension Service, Snowden had become increasingly frustrated by the tendency to see poverty only through urban eyes. In particular, a report from the Economic Council of Canada in 1965 defined poverty as an income of less than $4000, did not acknowledge rural poverty, and measured growth in terms of marketed output. In other words, the report did not take into account situations where cash was not the major currency – the ‘truck system’ still predominated in many parts of Newfoundland, in which fish merchants supplied fishermen with goods and equipment rather than cash. Also, Snowden believed that rural poverty was an index of isolation from centres of power and decision-making, with rural populations suffering from a lack of information and of political organization (problems that Ted Russell had highlighted in The Chronicles of Uncle Mose).  
	
The Extension Service – and therefore the Fogo Process - was informed by a progressive approach to development, which entailed emphasis on social factors, objectives and values such as the formation of local institutions, community empowerment, local pride and cultural survival (Emke 1998). Instead of producing a single documentary on the theme of rural poverty, Low and his unit produced 28 films (or ‘modules’), each of which focussed on some aspect of life on Fogo Island, with the islanders featured discussing, at length, a range of concerns and interests. For example, there were films on the fishery, the location of a high school, on producer co-operatives, ship building, the role of women, local government, merchants, resettlement and so on (Williamson 1991). 
There were also individual films featuring storytelling, singing, and local events and festivities. Editing was kept to a minimum, and intercutting between people on a topical or editorial basis was eliminated altogether. Low and the film unit decided not to synthesize interviews into a single, tightly structured film – what he termed a ‘horizontal’ editing structure (that also characterises the majority of radio’s actuality features). It was felt that the traditional ‘horizontal’ structure was not so appropriate for using communications to achieve advocacy or social change, as any individual’s story tended to be sublimated or swallowed up by larger narrative dictates, which might not accord with what the interviewee had envisaged (Crocker 2008: 66-67). Instead they produced what Low termed ‘vertical’ or ‘modular’ films, which focussed on discrete elements such as a community event (Jim Decker’s Party), or an interview about a single issue (Billy Wells Talks about the Island or Tom Best on Co-operatives) (all 1967). Cumulatively, the films presented a holistic view of life on Fogo Island as perceived by the islanders themselves. 
After the 16mm black and white films had been edited into rough cuts in Montreal, they were sent back to Fogo Island and shown to people at a series of community screenings. This evidently came about simply because Low wanted to show the Islanders some of the footage as they had not seen film of themselves before (Emke 1998). This was again fortuitous, as this developed into a practice that came to be a hallmark and essential component of the Fogo Process whereby, at each screening, the Extension worker or National Film Board representative would lead a discussion on a development issue, using the film ‘rushes’ as a catalyst for debate. Low and Snowden quickly learned to leaven the mood created by the more sombre films with uplifting or affirmative films such as Children of Fogo (1967) (Crocker 2008: 66). Often the films were screenings for other island communities and Low would record their reactions and discussions, thus creating a series of metaobservational or ‘feedback’ documents (Marchessault 1995: 135). 
Thus what was central to the process was not the filmmaking, but the way the films were used to initiate discussions and inspire new developments. The films allowed people to see themselves from a fresh and more objective perspective, which mirrored their strengths, skills and knowledge as well as their faults. By viewing the films they could be exposed to the dissenting views of fellow islanders without direct confrontation, through the mediation of a local initiative over which they could claim ownership. This facilitated self-expression and co-operation, and revealed to the Fogo Islanders the extent to which they had been divided against each other as communities competing for resources. The films acted as a spur towards consensus building. 
The inter-community communication which resulted from filming and screening in a variety of locations represented a new form of learning which Snowden later termed ‘horizontal learning’ or ‘peer teaching’ (Snowden 1984), which was entirely in keeping with the philosophy of the Extension Service. We should remember, however, that the Fogo Process represented an experiment in collaboration and community empowerment, rather than the application of a pre-planned, discrete and refined ‘methodology’. It is important to remember not only that filmmaking and screenings were linked to a sustained programme of development efforts by the university and government (Williamson 1991), but also that Fogo Islanders had made both the initial and decisive remedial efforts to improve their quality of life. Colin Low, the project leader of the filmmaking ‘strand’ was anxious to stress this:

It is impossible to assess our direct effect on events. We did not create the processes - we intensified them. When we arrived, Fogo was on the verge of action in a number of areas as a result of the activities of the Improvement Committee and a community development officer. By communicating the action trends and by exposing the problems, the consensus for action was enlarged and intensified (Low, quoted in Anon. 1972).

Like community media at its best, the Fogo Process utilized communications technology to create multi-flow communication (Enzensberger 1970/1976) (or interlocking feedback loops), consisting of communication within a community, communication between communities, and communication between communities and authorities. One of the outcomes of the project was the use of mediated communication to bring the voices and images of the disempowered to the policy-makers whose decisions affected their lives, in the form of agencies, departments, government officials and other individuals in a position to advise or aid the Islanders. Like other aspects of the ‘Process’, this outcome emerged due to a chance confluence of events. Indeed, it emerged despite the initial aversion of the University’s Board of Regents to the finished films being screened at all, due to the political embarrassment caused by the strong criticism of government policy featured within them.​[125]​ 
Nevertheless, the films were screened for Cabinet Ministers who reacted favourably and constructively to them. Some Cabinet Ministers also responded to the Fogo Islanders on film. As a result, the Government was persuaded that there were development alternatives for Fogo Island, and that resettlement was not the only answer. By the 1970s an island-wide producer’s co-operative had been developed on Fogo, which handled and processed large catches, enabling the fishermen to keep their profits on the island. Able-bodied relief decreased by sixty percent, some roads were paved, and the government directed their efforts to helping people to stay. As the Evening Telegram reported on March 12th 1971, 

For an island which was all set to be destroyed under the centralization program, Fogo is very much alive and kicking. It is, in fact, living proof that many of the communities wiped out by the officially sponsored resettlement could possibly have survived to become prosperous self-sufficient places (quoted in Anon. 1972).
 
As Snowden later asserted, “Films did not do these things: people did them” (quoted in Anon. 1972). The Fogo Process was a catalyst for social contact within a community that might not otherwise have survived the abrupt transplantation entailed by resettlement. Fogo Island was a community that (like Russell’s archetypal ‘Pigeon Inlet’) needed to draw upon a collective sense of identity in reacting against centralising, modernizing forces (Crocker 2008: 68).​[126]​ 
 
To return to the subject of editing, we can note that some accounts have mentioned the involvement of Fogo Island community members in the editing process. However, the principle that everyone filmed or taped should have final approval before their units are shown publicly was actually put into practice during the Extension Service film unit’s first post-Fogo project in Port-au-Choix, under the direction of George Billard and Tony Williamson (MacLeod 2006). Approval screenings were instituted, whereby the people who were interviewed saw the rough cuts and could make suggestion about further cuts or insertions, and to approve the distribution of the film (Emke 1998). In Port au Choix, some participants requested that short segments be removed. In Labrador an entire film was shelved because the fishermen who were interviewed feared reprisal from merchants on whom they depended for their livelihoods:

That film was one of the strongest and most eloquent of the series. Furthermore, it was a significant historical and social document. But the Fogo Process can only be effective when there is absolute trust between fieldworkers, filmmakers and their community partners. And so that film was removed from utilization (MacLeod 2006).   

This is perhaps the simplest and most convincing demonstration of the importance of process over product in Challenge for Change/The Fogo Process. It also highlights the fact that the Fogo Process pioneered the use of communications technology for social change and community development – like other community development projects it was a process that developed gradually, and did not have easily quantifiable indicators or outcomes. This is clear from the testimony of community members involved in projects at Fogo and Port au Choix. Stan Kinden, resident and community activist on Fogo Island said,

Because it happened slowly in their everyday life without any outstanding events in any particular day, they [the residents] failed to observe the real value of it…the impact which it has had on their environment (quoted in Anon. 1972).

The Fogo Process demonstrated that the incorporation of citizen participation at some or all stages of content creation ensures that the resulting content is locally meaningful and has the potential to lead to positive social change:

In the end, the interest in community media is not simply about producing programmes and finding a means to distribute them. It is a concern with the need for local communication processes, which provide a means of self-expression and which can trigger greater participation in all aspects of community life (Berrigan, 1977: 200).












I cannot deny the past to which my self is wed
The woven figure cannot undo its thread (Louis MacNeice, quoted in Parker 2007).

The idea of radio as a storytelling medium has always held a place in the popular imagination, and the modern success of Garrison Keillor’s A Prairie Home Companion testifies (as The Chronicles of Uncle Mose did in Newfoundland, see Chapter 3.4) to this idea, to radio’s status as a secondarily oral medium, and to its ability to create (imagined) community (see Larson 1995-1996). However, this particular aspect or function of radio broadcasting has received relatively little serious attention in the historiography of radio, or in scholarly texts. Repeated assertions of the novelty and technological ‘magic’ of radio broadcasting as a ‘new medium’ in the 1920s, for example, may have obscured the way in which the medium may have been considered somewhat ‘atavistic’ in its capacity to perform a ‘bardic’ role. Even the German Modernist writer Otto Alfred Palitzsch imagined in 1927 that radio would promote an oral culture of new minnesingers [troubadours], new Homers, a restoration of "that lost epoch when the people's hunger for fables was stilled by itinerant singers and chroniclers" (quoted in Heinzelman 2004: 48). In discussing the orality/aurality of radio as a medium in Chapter 1, we briefly explored the idea of the ‘flow’ of radio programming or scheduling as equivalent to the flow of traditional folk tales or ‘verbal art’, through what Berland has referred to as the “structural combination of narrative elements condensed across time” (Berland 1990). The fluidity of oral transmission is in this way ‘reproduced’ by the flow of radio, especially if we accept that scheduling (or the listener’s use of the medium) tends to blur distinctions between boundaries and genres, such as information and entertainment, speech and music. 

We must, however, briefly consider some possible arguments to counter or problematize this concept. In contrast to the organic unity of the orally transmitted story, the tape recorder made incision into recorded material possible, so that any element of sound could be cut out and inserted into a new context as desired. Schafer has argued that the compression and juxtaposition of elements within radio schedules has been influenced by the facility to edit (initially magnetic tape) (see Schafer 1994: 94), as well as the development of recording technology to pre-record programmes. Like scripting, this has heightened the degree of editorial control possible over radio’s aural flow, and Schafer argues furthermore that the proliferation of funny, ironic, absurd or provocative juxtapositions in scheduling (for example, in American commercial radio), which can be attributed to montage editing, has contributed to the “break-up of unified cultural systems and values” (ibid, p. 94). 
Radio tends to merely fabricate spontaneity and is tightly controlled as an audio medium; extraneous silences or syntactical errors in speech are usually prohibited, for example. More broadly, as we noted in my discussion of Innis’ attitudes to radio in Chapter 1, it can be argued that radio adopts a false rhetoric of intimacy when it addresses the individual. For Adorno (1991), individual audience participation in the radio world was a ‘fetish’ insofar as radio could only address a generalized other in mass form; the DJ patter "coming up next for you" really means "coming up next for all of you." This pluralized "you" was therefore seen by Adorno as the epitome of the loss of individuation and any co-present sense of group solidarity (Westgate 2008). 

However, as I have attempted to demonstrate in previous chapters, the use of actuality (direct or verbatim speech) in radio broadcasting has represented a means to accommodate individual audience participation – a space for vernacular input. The ability to edit actuality has facilitated the structural combination of narrative elements within particular programmes, as is evident in the BBC work of radio producers like W.R. Rodgers, Denis Mitchell and Charles Parker, who discovered in montage editing a way to bring separately recorded and otherwise isolated voices into dialogue with each other. In creating a sense of group solidarity or citizen-based reciprocity in this way the tape recorder is a “redemptive technology” (Franklin 1999) or a “tool for conviviality” (Illich 1973). Tetsuo Kogawa, the Japanese communications theorist and pioneer of micro-FM radio, found in his experiments with using a tape-recorder to erode expressive inhibitions within the class-room during the 1970s that the tape recorder is “a weaving medium”, due to the fact that it has the function not just of storing information or documenting reality but also of ‘intertwining’ people and creating interpersonal space (Kogawa 2005: 197). 
Radio producers have learnt to exploit the plasticity of magnetic tape (and subsequently the fluidity of digital editing) to conjoin and layer voices, in a manner that approximates interpersonal communication, in which “the interlacing of speaking positions weaves an oral fabric without individual owners, creations of a communication that belongs to no one” (de Certeau 1984: xxii). The facility to both record and edit with tape enabled BBC producers like David Thomson and W. R. Rodgers to act as public folklorists, collecting, preserving and disseminating oral tradition through radio broadcasting. A consensus subsequently emerged amongst such producers within the BBC’s Radio Features Department during the post-war era that “the new [oral] literature of radio is nearer to the old” (Gilliam 1950: 207) model of oral discourse than to printed literature. 

Before we discuss Bare Stones of Aran, a BBC radio feature that exemplifies the approach of the public (radio) folklorist collecting oral literature, it is worth briefly expanding upon this observation that radio broadcasting is closer to oral than to literate tradition. The ability to use tape recordings for the purposes of montage editing in radio production allowed the radio producer to create what linguists term parataxis – the juxtaposition of discrete syntactical units without the use of (a) conjunction. For example, Denis Mitchell’s The Talking Streets (broadcast 1958) created an impressionistic portrait of the backstreets of an unnamed northern city with no use of linking narration, building a kaleidoscope of sound from ‘overheard’ fragments of conversation. Parataxis is acharacteristic element of oral tradition, whereby the sequence and sense of discourse, owing to the proximity of short sentences, is self-evident or implied. The accumulation by parataxis of ‘narrative image’ is a stylistic feature of some traditional ballads, which anticipates cinematic or radiophonic montage (Buchan 1972: 53).    
The development of such montage techniques in British radio was retarded by institutional protocols, and the widespread feeling that listeners would be disconcerted by the lack of the mediating voice and comforting presence of the narrator. Nevertheless, experimentation occurred both with the use of actuality and with the use of the narrator during the late 1940s and early 1950s, as we saw with Brandon Acton-Bond’s West Region features in Chapter 2.1. Produced by W. R. Rodgers and broadcast on 30th May 1950, Bare Stones of Aran is a radio feature that encapsulates the transition which was occurring at this time between the radio feature as reliant on the nuances of the written word, and the radio feature as sound portrait or actuality-based travelogue, featuring the voices of ‘real people’ encountered during the production process. Instead of utilizing the narrator as a figure who explicates or adjudicates the testimony of these people, Bare Stones of Aran utilizes the narrator as the listener’s guide in a (radiophonic) journey. The programme provides a window on the experiences of the radio producer as folklorist, maximizing sensitivity to the ‘source communities’, and affording the listener a proximity to and immersion in an oral, traditional culture.


4.1		Fieldwork, Poetry & Ethnography

The three islands of Aran of the Western seaboard of Ireland which this radio feature portrays have long held a romantic fascination for those people interested in the continued existence of (an) ‘uncorrupted’ peasant culture, centred on the struggle to eke a living amongst beautiful but barren surroundings. The mythology of Aran was strengthened by the writings of Yeats and Synges, and hugely expanded in 1934 by the release of Man of Aran, Robert Flaherty’s seminal (film) documentary on the life of the island people (Rodgers went on to make a radio portrait – see Chapter 2 - of Flaherty, broadcast on the BBC Third Programme on September 2nd, 1952). Rodgers’ radio feature can be seen as a continuation of the tendency to foster the romantic image of Aran, a tendency which was founded in nineteenth century antiquarianism, and which is still clearly evident in the present marketing of Aran as a rural idyll by the seasonal tourist industry (see Ni Chonghaile in progress). 

	Bare Stones of Aran is remarkable for its seamless blend of narration, quotation, actuality, ambience and folk-song, predating the aesthetic of the Radio Ballads, the seminal series of BBC radio programmes (1958-1964), which we will discuss later in the chapter. For example, a section that portrays the difficulties in ‘living off the land’ on rough and arid land features an indigenous folk song whose refrain states; “you can never plough the rocks of Aran” (Rodgers 1950). The programme also features pithy local colloquialisms, such as “There isn’t enough water in the place to drown a man, enough wood to hang him, or enough soil to bury him”; “They do say that land is so scarce around here that when an Aran man dies he is buried standing up….” (Rodgers 1950). Some of the most intriguing moments in the programme are actuality extracts in which islanders relay stories, any one of which could have formed the basis of an entire radio programme. For example, a man tells the story of another man who had killed his father by accident, and was aided by another islander who took him in and exchanged clothes with him when the ‘Peelers’ (police) arrived. Another man, Pat Mullen, who had been Flaherty’s ‘contact’ for Man of Aran, speaks of how islanders had once obtained oil for lighting lamps from the livers of sharks harpooned out at sea.
This radio feature can be contrasted with the Radio Ballads through its use of narration, which simulates the first person, present-tense perspective of travel writing and ethnography. The narration often reports directly on events ‘in real time’ which are heard through actuality recordings, such as when Rodgers describes arriving at the island and we hear the sea lapping against a coracle (“the only boats that can live on these unfriendly coasts”) and the creaking of the oars, peaceful noises as contrasted with the sounds of men struggling to transfer cattle into boats by hand, using lengths of rope and brute force:

‘Dia dhuit’ – God to you - we greet our host as we land…on the sunlit strand we watch the women and girls gathered apart in groups. How shy they are, and how they seem to melt like shadows at a stranger’s approach. They look like graceful Victorians, with their lovely crimson blouses and long petticoats and gay woven shawls. The men in grey and indigo vests are urging the despairing beasts into the sea (Rodgers 1950).

Through the programme’s assimilation of poetic ‘reportage’, ambience and actuality we gain the sense of Rodgers’ responses to sensory experiences - and his deepening understanding of the islanders. It is as if we are hearing Rodgers’ read from his field notes, as the listener gains a ‘window’ onto the twin creative processes of composing poetry and ethnography: 

They have ceremonies because no people can live so closely and face such baseness and hardship without exulting in the dignity of man. Here the sea is a halter around the neck of men’s lives, lifting them into suddenly high moments of despair or emergency, and the land is a stone about their feet. How else could they keep level and live calmly then, but through custom and ceremony? (Rodgers, ibid). 

A contemporary ABC (Australian Broadcasting Corporation) radio feature called The Oyster Farmers (broadcast 15th December 2007) utilizes a similar yet more impressionistic technique, blending oral history and poetry with evocative sound recordings, including the lapping of water on the underside of shallow skiffs, and the piercing metal-on-shell clink of a man grading oysters according to variations in sound. The poetry provides vivid imagery (visual and acoustic) which help the listener to understand the work processes:

On the right tide they ride out into the light, in their pumps, battered slabs of aluminium with 100 horse Yamahas on the stern…/…If there’s an extra good tide out in the night at the moon, I’d go and work in the night…/…Back at the bunker, the hessian sacks are packed, ready, and the shells grow into sliding white foothills (Davies 2007).

The use of the first-person perspective in Bare Stones of Aran allows Rodgers to relay his attempts to get an insider’s view of island life, for example when he and his BBC colleague stop to listen at a cottage they are walking past. We hear the sound of people praying in Gaelic, whilst Rodgers describes the scene – “the fire has been raked and the inhabitants are at prayer…I think to myself: ‘though other people have the goods, these people have the Gods’” (Rodgers 1950). The next evening Rodgers and colleague gather with some islanders in a rambling house, and we hear the tale’s introductory formula:

There was a King, long ago. And a long time ago it was – if I were there, then I wouldn’t be there now. I would have a new story, or an old story, or maybe I wouldn’t have any story (ibid).
	
Rodgers also spent time collecting traditional music in Aran, and in his activities as a collector can be discerned a high regard for the orality of the music, which he prized as an indicator of its authenticity (Ni Chonghaile 2009; Ni Chonghaile in progress). Rodgers was concerned with the deleterious effect of modern mass communications on the traditions and customs of a tight-knit oral culture (a topic we discussed in Chapter 3.0). The dilemma he may have felt was one also experienced by others who have recorded, preserved and promoted traditional music, such as Tony Engle, longtime Managing Director of Topic Records:

The singers I really loved, when they were performing in their heyday, records had hardly been invented. The music existed to serve the community. In a way, recording almost undermines certain aspects of the music. It’s a strange contradiction that exists within it (Engle, quoted in Petridis 2009).  

However, in the programme Rodgers acknowledges that storytelling is still practised as an art and a social event, and that this in not incompatible with the use of ‘new media’ - radio is listened to in groups, and new gramophone records sent in from Boston provide the occasion for dancing. However, Rodgers also documented the fact that the islanders find the flow of radio broadcasting too unpredictable – perhaps it lacked the thematic continuity and structural ingenuity of storytelling:

	These storytellers are the vanishing remnant, the living libraries, of a Europe which 	had no books once, no written word, no cinema. A Europe whose only night’s 	entertainment was a winter night’s tale told by a passing traveller…

The printed page has taken away men’s memories and the radio their voices. They argue over whether the gramophone or radio is the greatest invention. They decide that it is the gramophone, because it can give you the voice of a dead man, whereas the radio can only give you the voice of a living man. The wireless box makes them uneasy because it is unpredictable. They prefer to hear a particular tune…. (Rodgers 1950)


4.2	Urban Soundscapes   

As their work is public by nature and historically and culturally situated, radio producers, like oral historians and public folklorists, must necessarily be responsible to those communities from which they obtain their information (Spitzer 1992: 80) if their work is to be recognized as oral/aural history. How the radio producer interprets this responsibility is dependent on their attitude to their work and the nature of their commitment (or lack thereof) to those communities, and this attitude or commitment can create certain kinds of bias. These biases must, of course, be seen as sources of data in themselves, as in ethnography (Hammersley and Atkinson 1983: 130). 
To begin to illustrate this point, we can briefly discuss the actuality-based documentaries made in New York by the late Tony Schwartz between 1946 and 1958. Schwartz was perhaps the most important of the American post-war field recordists and documentarians, a hobbyist whose interest in history and folk music led him to record urban folklore and soundscapes (Hardy III and Dean 2006: 518), and a figure who still exerts a huge influence on National Public Radio producers, such as the Kitchen Sisters (Davia Nelson and Nikki Silva). During this period Schwartz walked the streets of New York armed with a twelve-pound Magnemite recorder and a microphone strapped to his wrist, recording street songs, children’s games, and overheard conversation. Long before the iPod made such eclectic mixing de rigeur, Schwartz spliced together such diverse snippets of life, producing features which were subsequently released as LPs on the pioneering Folkways record label, and broadcast on his radio show Around New York on radio station WNYC. Whilst Schwartz’ actualities were quite literally ‘drawn from life’, Stoever’s ‘close listening’ has discerned their utopian perspective, constructed through the editing process. Due to the evocative nature of its description of Schwartz’ soundscapes, and the acuity of her critique, the following passage is worth quoting at length:

Black and Puerto Rican children bang out rhythms on trashcans and empty Pepsi bottles in a Harlem housing project. A Jewish grocer in Manhattan recounts the story of a dying friend whose last words told police “it was white folks that killed me, not colored folks.” A man in Spanish Harlem leans over a jukebox playing a nostalgic lament, translating the words that float past: “I wouldn’t change Puerto Rico by 4,000 New Yorks.” These unique and surprisingly resistant sonic moments are culled from the “sound effects” recordings made by Tony Schwartz on Folkways Records between 1946 and 1958…

During the transitional post-war era of urban conflict, increased segregation, and accelerating “white flight,” Schwartz made 19 LPs for Folkways that simultaneously affirm and challenge the notion that music and audio culture function as forces of social cohesion in the United States. On the one hand, Schwartz couples swift juxtaposition with seamless editing to present a vibrant, multicultural urban environment where the sounds of a black cab driver singing spirituals can co-exist with a Jewish salesman hawking Parker pens. Through an auditory recreation of the post-war metropolis – complete with rumbling El Trains, honking horns, and jackhammers – Schwartz attempts to reclaim the noisy, ethnically diverse urban streets as the pre-eminent crucible of American identity in the face of increasing white migration to the quiet, sterile, and secluded suburbs. 

However, although invisible, the mechanical ear of the microphone is far from objective. While Schwartz presents his work as typical of what might be experienced on any day in 1950s New York, he is carefully editing the city, re-mixing its sounds primarily for an audience of eavesdropping white ears. Schwartz persuasively uses the sonic medium to make the threatening cultural “noise” of “the Other” recognizable as meaningful sound to the default (white) American ear… (Stoever 2006).

Stoever’s analysis highlights the way in which (even) ostensibly transparent and unmediated ‘slice of life’ soundscapes can be characterised by the motivations inherent in their construction, subsumed within the broad motivation to create aesthetically pleasing artistic forms from everyday expressive culture. Through ‘auditory recreation’ Schwartz created a kind of imagined community by harmonising miscellaneous and discordant elements from his local soundscape (one of LP recordings was titled New York 19, after his ‘zip code’ or postal code) into a sound document; a “mediated presence that shrinks space into something manageable and habitable” (Bull 2000). 
Schwartz attained a kind of mastery over the outside world by rendering its “cultural noise” intelligible and graspable – like most forms of folklore and popular culture, his work “domesticates the unattainable and threatening and reduces the increasing range and strangeness of the individual’s world to the synthesized…and safely repeatable form of a story, documentary, a performance, a show” (Burns 1967).​[127]​ Through this process Schwartz invited listeners to re-awaken and re-assess their relationship with a place. On one level, Schwartz’ soundscapes document real locations; the sounds are processed through fieldwork technique and production but never to the degree of being unrecognisable. On another level, the soundscape is an “imaginary space” (Ray 2006: 17) created through the choices made by the sound artist, recordist or radio producer during the editing process.     

It is a vital point here that it is listening, more than any other sense, which performs an integrative or utopian function, in meeting the desire for proximity and connectedness that is sorely lacking in capitalist society (Erlmann 2004: 8).​[128]​ This utopian aspect of Schwartz’ work might also therefore correspond to what is often an implicit desire shared by oral historians, public folklorists and radio producers to recover the Gemeinschaft (community) which has been crowded out by Gesellscheft (society) (Tönnies 1887/1957). This is achieved through the selection and assemblage of vernacular culture in the form of recorded sound; access to orality and ambience here ‘breaks the bounds’ of material culture and provides points of entry into rich systems of signification, complex layers of culture.
 
Of great relevance here is a long-forgotten radio feature called Sticks and Stones, which was devised by Leslie Daiken, produced by David Thomson and broadcast on the BBC Home Service on 14th August 1956. Preceding the publication of Opie and Opie’s classic The Lore and Language of Schoolchildren (1959/1977), the programme investigated the vibrant oral tradition represented by playground rhymes and street slang. (This was also a major preoccupation of Schwartz, who recorded an LP of children’s songs and games for Folkways Records). Apart from some narration by Duncan McIntyre, and occasional studio speech by Denise Bryer and Effie Morrison (some of the rhymes are spoken in the studio for the sake of clarity, or where no field recordings were obtained), Sticks and Stones entirely consists of actuality recordings in the streets and playgrounds of Dublin and Glasgow. 
One of the programme’s most important observations is that many rhymes and skipping games have a conservative or documentary quality – they preserve fragments of social concern and anxiety, or otherwise represent a kind of ‘early warning alarm’. For example, the ‘bogeyman’ rhyme was prevalent due to the fact that the bogeyman is often a real figure in tenement life – the police, landlord, or bailiff with an eviction order in his hand…. 

As I went out to the shop here lately to buy a penny whistle,
A bogeyman came after me and stole my penny whistle. 
I asked him for it back, he said he hid nae got it,
Aye aye aye ya tell a lie, I see it in your pocket (Thomson 1956).

The example is also given of a Dublin skipping game which adapts a traditional ‘tinker, tailor’ format to include ‘an I.R.A.’, a ‘noxie man’ (an auxiliary soldier) and ‘a black ’n’ tan’. There are other examples of social history encoded within children’s rhymes and games. A poor man’s lawyer who once defended tenants against eviction orders lives on in the popular refrain ‘Harvey Duff, Harvey Duff, shut the door and that’s enough!’ (This was presumably his advice to tenants). Glasgow district midwives in their green uniforms inspired a game entitled ‘The Green Lady’. In Dublin, the coalman’s cry ‘Coal Blocks! Coal Blocks!’ was adopted into a rhyme. In that city the arrival of bread vans heralded another ritual, in which children held onto the back of a vehicle to get a short ride (called ‘scutting’):

After school, the horse vans from the famous Dublin bakeries come through the crowded streets in all directions towards Parnell Street, where an archway leads into the stables. And here the children lie in wait, keeping an old custom going (Thomson 1956).

The rhymes and games that heralded the arrival of figures such as the coalman or the chimney sweep signalled the opportunity for convivial fun or mischief, and are rooted in a particular place and time. In an adult, contemporary society, where home delivery of staple goods has changed or ceased altogether and door-to-door merchants provide unwelcome interruptions, the associations are different; 

Many neighbourhood sounds, although they may be distinctive, seldom involve familiarity with the person producing the sound, given the transience of urban dwellers and the impersonality of many newer forms of neighbourhoods. Therefore, such sounds are more likely to be treated as annoyances and not as relevant information (Truax 2001: 20).

The actuality of children ‘scutting’ on bread vans features the distinctive sound of horse hooves on cobbled streets. The recording is very evocative and nostalgic, as it summons up an image of bygone times and close-knit community, and this must surely have been the case even at the time of the broadcast, as Thomson’s narration registers some surprise that “the old custom survives” in the post-war era. Disappearing customs also mean endangered or disappearing sounds; Truax has noted how patterns of association become encoded in such sounds, which can be remarkably potent in evoking memories:






4.3	Between Two Worlds: Five Generations

As producers such as W.R. Rodgers and David Thomson tended to instinctively equate orality with authenticity in their pursuit of oral history and traditional music, they were sensitive to the perceived social impact of the mass medium of radio broadcasting on the oral or residually oral local cultures that they sought to document. They were likewise cognizant of the need to create oral evidence in geographical localities or fields of study where documentary records as such may not have existed at all. On the other hand, despite or because of these sensitivities, it was difficult to avoid the sentimental, paternal or segregationist tendencies of positioning (oral) interviewees as constituents of traditional or pre-literate communities to be made comprehensible to the (literate) radio audiences largely through editorializing, such as expository narration. In this context, we can cite Scannell’s comments about the programme ‘Opping ‘Oliday (broadcast on 15th September 1934 on London Regional), a sound portrait (see Chapter 2.1) of East Enders harvesting the hops in the Kent fields:

The programme is about them [the hop pickers] but not for them. They have been taken up as an interesting topic and made to reappear for another audience, another class, and in another context (Scannell 1985: 13).

BBC talks and features often tended to exclude the subject(s) of programming in their mode of address, relying instead upon a shared “set of social and cultural dispositions” (Scannell, ibid, p. 13) between broadcaster and audience. Bare Stones of Aran is an example of a programme which obviates this tendency to the extent that it allows the listener a sense of immersion in the life-world of the subject(s). It should also be remembered in this context that BBC producers were to some extent battling vestigial colonial attitudes which interpreted oral cultures as “primitive and childish – charming, perhaps, but certainly incapable of any discriminating engagement with reality” (Bourke 1999: 24).
Of course, explication has always been intrinsic to the public medium of radio, which recontextualizes oral speech as it diffuses it, often with pedagogical intent. However, radio features about residually oral cultures by producers such as W. R. Rodgers or Sam Hanna Bell were successful in giving ‘outside’ audiences “a fuller sensory experience of expressive culture in situ” (Spitzer 1992: 87), due in large part to the way in which they approached fieldwork. Such radio producers seemed to regard fieldwork “as an exercise in equality” (Hardy III and Portelli 1999), in the same manner as the contemporary oral historian Allesandro Portelli. 
The fieldwork process often uncovered local folk songs or traditional music that could then be included as ‘organic’ additions to programmes, and also directly inspired scripted narration, thus providing an understanding of the environment and communicative context in which the actuality was collected. Through reference to and inclusion of the vocabularies and taxonomies of the life-world ‘under study’, local cultures were portrayed through a process of reproduction, and their testimony (in the form of actuality) was given equal weight to (‘high culture’) quotations from poetry and the accounts of folklorists, antiquarians and etymologists (which sometimes featured within the narration). In this way, work such as Rodgers’, Thomson’s and Bell’s sought to correspond both to the emergent interpretations of the documentarian and to the modes of verbal expression that characterised the local culture. This was crucial because, as Bourdieu has observed, intellectuals usually apprehend “the working class condition through schemes of perception and appreciation which are not those that the members of the working class themselves use to apprehend it” (quoted in Charlesworth 2000: 203). As public folklorist and radio producer Nicholas R. Spitzer has observed,

The question to ask about a documentary art form is how effectively is the reconstruction of the material matched to the community aesthetics represented – and in the eyes of what audiences? (Spitzer 1992: 86)

The listener should therefore be attentive to discord between the ‘community aesthetics’ portrayed through actuality and the intellectual or rhetorical strategies of the programme-maker. A two-part programme broadcast on BBC Radio 3 in 1967-8 entitled Five Generations is an interesting example of this discord. Produced by the veteran features producer Douglas Cleverdon and scripted and narrated by the journalist and playwright Jeremy Seabrook, it aimed to document the changes wrought on rural Northampton villagers by urbanisation and industrialisation through a mixture of actuality and scripted commentary.​[129]​ Although these programmes in some respects provide a useful counter to the romanticism of ‘golden age’ BBC features such as Bare Stones of Aran, they are also characterised by an alarmingly tendentious treatment of oral ‘evidence’.  
Seabrook asserts through his narration that the villagers interviewed in the programme have been marked by the ‘trauma’ incurred in the transition from a rural to an industrialized environment, and that the ‘archaic’ aspects of their spoken language represent evidence of their inability to adapt. Seabrook’s thesis is very similar to that put forward many decades earlier by George Bourne, the Edwardian chronicler of country life - that with the fragmentation of the tradition life of the village, the villagers have been supplied neither with “the language or with the mental habits necessary for living successfully under the new conditions” (quoted in Rose 2001: 28).​[130]​ Seabrook echoes the Edwardian autodidacts who “showed impatience with the many stale saws and clichés that peppered working-class talk…worn to vacuity through over-use” (Roberts, quoted in Rose 2001: 26). After some examples of folk cures and proverbs (some have been recorded and some are recited by the narrator), he castigates the idiomatic speech of his informants in the following terms:

Even [their] cadences and inflections have a fixed and frozen quality. Their most casual utterances have become ceremonial and liturgical with constant repetition…saws and maxims as hard and unyielding as mineral…These unvarying verbal reactions in given situations create a world closed to new expression and word patterns and hence closed to new ideas (Seabrook, prod. Cleverdon 1967).   	

Seabrook’s narration here and elsewhere betrays the influence of the linguistic theorist Basil Bernstein, who attempted to demonstrate how the language people use in everyday conversation both reflects and shapes the assumptions and characteristics of a socio-economic grouping.​[131]​ The Five Generations programmes are clearly intended to apply Bernstein’s theories of restricted and elaborated codes to samples of tape-recorded speech, perhaps to compensate for the fact that most of Bernstein’s sociological assertions (which subsequently were convincingly discredited in Postman 1970; and Rosen 1974) were rarely based on observation of life as it is lived, much less on participation in it (see Rosen 1974). Some criticisms that can be made of the programmes are also criticisms that were made of Bernstein’s theories – chiefly that they are founded upon a distorted, stereotyped and monolithic concept of the (unskilled) working class and that they fail to address key social and political ramifications of the class system.	

To return to the theoretical themes of Chapter 1, it can be noted, however, that in some discussions of orality and literacy the purely conceptual elements of Bernstein’s theories about restricted and elaborated codes have re-emerged in the guise of the useful concepts of context-free and context-dependent speech – namely that, in written texts “the meaning is in the text”, whereas with spoken utterances the “meaning is in the context” (Olson 1977a).​[132]​ As Tannen has observed,

In oral tradition it is not assumed that the expressions contain meaning in themselves, in a way that can be analyzed out. Rather words are a convenient tool to signal already shared social meaning (quoted in Mason 1998: 311).   
 
This quote is useful to bear in mind when assessing the failure of the Five Generations programmes to achieve the goal of deriving from the ‘situated vocabularies’ of the recorded interviewees information about the way in which they organize their perceptions of the world. As the programmes provide little sense of the communicative context (shared social meaning) in and to which many of the quoted proverbial phrases and expressions occurred and alluded we are asked to ‘take it on trust’ that they are stultified and useless forms of language. Ironically, these colloquialisms are assessed under the terms of a theory that positions them as utterly context-dependent, yet the programme itself provides very little evidence of the context surrounding them. According to Seabrook’s narration, the vernacular speech of the elderly population is petrified – its context long gone - like pressed wild flowers in a Bible, but the actuality extracts as utilized in the programmes are themselves reifications, frozen within a text (narration) that stifles their ability to communicate the richness and diversity or poverty and monotony of lived experience. Through the perpetuation of the notion of working-class life as surrounded by a language barrier, the programme’s narration ultimately builds this barrier between the listener and the actuality speakers. 

As a radio broadcast is, in some ways, closer to a spoken utterance than a written or printed text, careful consideration when providing context for actuality is vital. Olson elsewhere asserts that, as oral language is flexible and ‘an all-purpose instrument’, the meanings of sentences conveyed orally must be “negotiated in terms of the social relations, the context, and the prior world knowledge of the participants” (Olson 1977b: 10). Extracts of oral speech may in this sense benefit from contextualization with what the anthropologist Clifford Geertz (1973/2001) termed “thick description”; a thick description of behaviour being one that explains not just the behaviour but also its context, such that the behaviour becomes meaningful to an outsider. This would seem to have been successfully achieved, for example, through the ‘sharing’ of the fieldwork experiences in Bare Stones of Aran. Seabrook clearly attempts to provide thick description as context for the actuality within these two programmes, but his attempts ultimately fail, for several reasons. Firstly, Seabrook, who was brought up in the very same working-class Northamptonshire environment (see Seabrook 2005), is too close to his topic, and has too much ‘emotional investment’ in it to remain impartial. As Thompson has noted about Seabrook’s “depressing” literary studies of the prejudice and narrowness of the urban working classes of Northampton, The Unprivileged and City Close-Up; they are “too much shaped by bitter comment and tendentious interviewing by the author” (Thompson 1988: 90). It is recognized in the field of ethnography that in studying settings that are familiar, it is more difficult for the researcher to suspend one’s preconceptions, whether they derive from social science or from everyday knowledge (Hammersley and Atkinson 1983: 92). For example, Seabrook describes several interviewees in the following terms:

Their whole married lives have been spent on either sides of a barred and black-leaded grate – she making rag-rugs from patches of discarded garments and he biting into onions as if they were apples, and reliving alone the horror of Passchendaele and the Western Front (Seabrook, quoted in Cleverdon 1967).  

Seabrook’s thick description is coloured by overtones of pity, patronage or derision, and the narration tends to veer haphazardly from an insider’s perspective on the community to a detached cod-anthropological perspective that dehumanizes the interviewees.

Food is a recurring theme in their conversations – perhaps the break with familiar ways of life was so great that bodily functions provided them with their only consoling sense of continuity… (Seabrook, prod. Cleverdon, ibid.).

They were especially at a loss to express emotion. Any expression of tenderness was alien to them… (Seabrook, prod. Cleverdon 1968).

These excerpts highlight the tendency of the narration to conflate the interviewees with the working class people Seabrook remembers from childhood (and hence past and present). Perhaps they are one and the same, but even if this were the case this would still represent a serious breach of the trust and neutrality that should be integral to the oral history process. The programmes demonstrate the worst excesses of editorial control, with Seabrook’s authorial voice crowding out the reminiscences of his interviewees with overbearing sociological flights of fancy, which are in fact not grounded in or systematically related to the actuality.​[133]​ As we have seen from the example of Denis Mitchell’s work in Chapter 2, conveying the inner lives and thoughts of a community or constituency through actuality is most successful when there is no underlying agenda during the interviewing process, when there is a minimum of intervention in this process and a minimum of narration in the finished programme to intercede between the listener and the actuality speakers. Unfortunately, the strategy of the Five Generations programme is, conversely, to provoke the interviewees into offering up the ‘evidence’ required, to analyse and objectify the resulting actuality, and to undermine the listener’s interest in or sympathy with the interviewees.​[134]​ 

4.4	Shared Authority and the Radio Ballads

If we consider the oral historian or broadcaster’s responsibility to the communities from which he or she gathers their information to be paramount, then Seabrook’s authorial stamp on the Five Generations programmes represents a problematic source of bias. However, the Five Generations programmes raise another interesting issue, as programmes in which the listener is expected or induced to maintain a distance from the people who feature within the actuality. Most of the actuality features discussed within this thesis portray their ‘communities of origin’ in a sympathetic light, and attempt to induce in the listener a feeling of immersion in the community life-world. The Radio Ballads series,​[135]​ for example, often paid tribute to the heroism of working people (in Ballad of John Axon), or aimed to provoke empathy (The Body Blow) or solidarity with (Travelling People) the individuals and communities that feature within them. 
Yet it would certainly be a mistake to assert that actuality can only be fruitfully applied within these terms (i.e. in terms of a celebration of the vernacular culture of a working-class community or a portrait of the tragic plight of a working-class community). Even if we restrict ourselves to representations of working-class life (which is by no means the only use to which actuality is put), many of the best radio features or documentaries have avoided over-reliance on what Vaughan (in the context of filmed documentary) has termed “the major and minor keys of classical British documentary” – portraying working people as “heroes of labour or victims of circumstance” (Vaughan 1983: 41-42). The oral historian Paul Thompson has asserted that the task of the historian is not merely to celebrate the working class as it is, but to raise its consciousness (Thompson 1988: 20). We might here apply and extend this task to the consciousness-raising of all radio listeners through the redrawing of (symbolic) community boundaries to give voice to the under-represented, and to reveal existing socio-economic realities (as discussed in Chapter 1.8). 
As we saw in Chapter 2, Denis Mitchell, was perhaps the first radio producer to bring his microphone and tape-recorder to not just the working classes but the submerged classes (for example, vagrants and criminals) – the kind of people that many radio listeners (had) regarded as unsavoury and unworthy of any airtime whatsoever. As a result of work such as Mitchell’s, the listener’s assumption or preconceptions about the parameters of their communities may be challenged, and they may be induced to reach some kind of accommodation with - or at least acknowledge the existence of - the kind of people they had formerly never included or counted as part of their community or world. Arguably some of the most interesting modern radio features and documentaries have cast light on the ostensibly marginal, controversial or misunderstood fringes of mainstream society, side-stepping the allegations or pit-falls of voyeurism or exploitation through the principle of collaboration and shared authorship with their documentary ‘subjects’. 

Fraser has demonstrated the interconnection between the distribution of resources and the distribution of recognition as dimensions of (social) justice (Fraser 2000). Correcting injustices of recognition means counteracting “an institutionalized pattern of cultural value that [constitutes] some social actors as less than full members of society and prevents them from participating as peers” (Fraser 2000: 113), and in the context of broadcasting this involves a decentralized redistribution of microphone access. Some radio documentaries distribute recognition in an egalitarian way by simply refusing to differentiate between ‘celebrity’ and ‘ordinary’ speakers. For example, in Born to Live (1961), the Prix-Italia winning radio documentary by the late oral historian and radio host Studs Terkel, Terkel decided to keep the listener’s focus on the words rather than the celebrity status of many of the interviewees, leaving each speaker anonymous and acknowledging the contributors in the end credits. This meant that he gave equal weight to each contribution, conveying his belief of their equality. In this context Terkel acknowledged the direct influence of Denis Mitchell (“my great influence”) (Terkel 2001); especially Mitchell’s BBC television documentary Morning in the Streets (which had itself won the Prix Italia two years earlier, in 1959):

Denis Mitchell, the dean of British TV documentaries taught me there’s no need for a narrator when you do a documentary, as he showed in his great classic Morning in the Streets…Just let the ideas flow from one to the other (Terkel 2001; Terkel 2007: 167).

Born To Live demonstrated compellingly how spoken words and poetry, music, and sound effects could be infused with an immediacy and vitality that could not be duplicated on the printed page, whilst “making only very spare but effective use of musical bridges and beds, fade ins and fade outs, and other radio production techniques” (Hardy III 1999). With its tapestry of voices discussing aspects of life in the ‘nuclear age’ Born to Live encapsulated a defiant and hopeful response to the spell of silence cast by the military industrial complex, or what Terkel referred to as ‘a national Alzheimer’s disease’.	

Broadcast ‘texts’ are not simply “representations of the world; they are part of that world they describe and are thus shaped by the contexts in which they occur” (Hammersley and Atkinson 1983: 107). Aural (or broadcast oral) history is shaped by several different contexts – firstly as a structured and recorded (and hence mediated) ‘interpersonal event’ (an interview), and secondly, as a source material edited into meaningful, fluent and accessible extracts and juxtaposed with other sonic elements in a radio programme, typically without the participation of the interviewee(s) at this secondary stage. The implications of this mediation are under-theorized, and those concerned with maximising responsibility to the communities from which they gather their information often lack a clear model of best practice to guide them in achieving this:

[U]ntil recently, our metaphors and epistemologies have not explicitly included the role and relationship of the interpreter, or the fact that interpretations of culture are also an extension of it – whether offered by members of traditional societies or ourselves (Spitzer 1992: 85).​[136]​

As Ryan has observed, cultural texts are inescapably part of social processes, and social processes are themselves always textualized in some form (quoted in Lipsitz 1990: 617). Arguably, the more completely we can understand the broadcast text and its social and ideological context – who produced it, for whom, and why – the better able we are to comprehend it as an interpretation of culture. Yet this is much more difficult to achieve than might at first be supposed; radio programmes are somewhat resistant to traditional methods of criticism. For example, the question of whom the broadcast ‘work’ is created for is a complex one:

It is not necessarily the case that programmes are for audiences. They might be for profit. They might be for the powers that be. They might be for those that make them. They might be for those who take part in them… (Scannell 1996b: 11).
. 
Bearing these complexities in mind, we can concur with Murray Schafer that “radio programming needs to be analyzed in as much detail as an epic poem or musical composition, for in its themes and rhythms will be found the pulse of life” (Schafer 1994: 93). For example, Street has conceptualised the Radio Ballads as “poems, full of technique, aesthetic judgements and formed decisions and selection, self-consciously developed towards an ultimate cultural and emotional effect”, and has posed the question of whether this compromises them or makes them “less honest” as oral history (Street 2004: 193-194). In grappling with this question, we can return to the subject of editing (selection), taking a historical long view by comparing the editorial ‘treatment’ of actuality by radio producers to create accessible radio programming with the ‘dressing’ of folk ballads by collectors to compile new books:

It was, then [during the nineteenth century], common editorial practice to compound and amend ballad texts, and this need hardly be wondered at, as no publisher would ever have presented his customers with a book, at a guinea and a half per copy, of ballad fragments. For the collector, it was often a choice between compounding the texts and having them published, or not having them published at all (Buchan 1972: 206).   

We could therefore state that neither Commissioning Editors nor radio audiences are predisposed to blithely accept bewildering fragments or “undigested slabs” (Everett 1993) of actuality, and that they require the programme maker to provide some degree of editorial guidance. However, we must remember that authorship of the actuality-led radio programme cannot be attributed to the programme maker(s) alone. We might take an even longer view here, tracing what we might term the ‘intertextual gap’ between the original source (actuality) and its reformulation (in a radio programme), further back to the vernacular texts of medieval manuscript culture, which have been deemed to “structure information the way a spoken language does” (Fleischman 1990: 22). 
Manuscript culture was essentially local – written material could not be transported as easily or widely as today, and education was regionalized. As Stamps has noted, writers consequently worked in localized enclaves, and “like all locally developed projects, their work remained fluid and improvisational” (Stamps 2001: 125). Their work was not judged according to centralized authorities on spelling, word definition, or expressive styles. Instead the manuscript text, as it was copied and recopied, was subject to additions, deletions, revisions and errors by multiple authors:

[T]he copying of medieval works [was] an adventure in supplementation rather than faithful imitation…In the act of copying a text, the scribe supplants the original poet, often changing words or narrative order, suppressing or shortening some sections, while interpolating new material in others (Nichols 1990: 8; 3).

In a manuscript culture, a reader could exercise authority over a text simply by adding their written contribution to a pre-existing text, creating a culture of commentary and ‘open review’. Authorship in a manuscript culture can therefore be regarded as less clearly defined or prescribed than it is in a print culture (Farrell 1996: 123). As Farrell has observed (ibid, p. 123), it is print publication that separates writing from authorship: anyone literate can write, but in our culture only those whose writing has been deemed of sufficient artistic and commercial value to appear in printed form can be considered ‘authors’, or claim the authority that the term implies. Like many aspects of contemporary Internet culture, manuscript culture was characterized by the fluidity of discourse found in oral cultures. The strict division of labour between creating a text, reproducing it and distributing it came about only with the industrialization of the printing press (Littau 2006); instead a manuscript was an ever-changing or emergent narrative continuously altered and circulated by successive contributors. Medieval manuscript texts, with their openness to a multiplicity of sources and authors, can therefore be regarded as the precursor of the Bahktinian polyphonic text (Farrell, op. cit.).

The themes we explored in Chapter 1 are very relevant here, as literacy in many societies has tended to be unevenly distributed and fractured across class lines, particularly as it is often an indispensable source of power. Literacy had become the essential key to participation in the modern world (Bourke 1999: 24) by the nineteenth century. By the end of the twentieth century, however, a high standard of literacy had become less essential for economic survival. The medium of radio has spanned an era in which voice transmission has become steadily easier and cheaper, making it easier to imagine a system of thought that does not rely on writing (Bourke, ibid). However, the ‘mechanization’ of orality has occurred ‘in the wake of’ the revolution that accompanied the mechanization of writing. We should not be blind to the way radio, like any other publishing medium, has institutional conventions and constraints built into how it is constructed, edited, produced, distributed and interpreted (Spitzer 1992: 87). Many of these restrictions have limited and curtailed opportunities for ‘lay people’ to have their voices heard on the airwaves, let alone participate in radio production.

The radio documentary or feature that incorporates a variety of recorded actuality can also be regarded as a polyphonic text with multiple authors, in the sense that whoever is given voice through actuality is given a form of authorship, albeit one that is subsumed within the over-arching authorship of the programme maker. In a sense the radio producer’s reel of magnetic tape or digital memory card is the modern form of the medieval manuscript. It is arguable, for example, that what was truly radical about the Radio Ballads was their polyphonic character – the way in which the ostensible ‘givenness’ of reality or ideology (for example, contemporary attitudes towards gypsies in The Travelling People) was challenged and deconstructed through the ‘distributed authority’ of a multiplicity of ‘actuality perspectives’. As Thompson has observed,

Reality is complex and many-sided; and it is a primary merit of oral history that to a much greater extent than most sources it allows the original multiplicity of standpoints to be recreated (Thompson 1988: 5).

The Radio Ballads often condensed multiple events or eyewitness accounts into a single narrative, mirroring the nature of the oral history interview. The series rejected the linearity and single point-of-view approach that often characterizes the incorporation of oral history into print, in favour of a synthesis which brings history back to life (Hardy III 1999). Paget has discussed the Radio Ballads and other examples of the ‘radio montage documentary’ in a similar spirit, as a realization of the Brechtian notion of an ‘exercise in complex seeing’ (or hearing). The use of ‘collision montage’ is a dialectical means of drawing attention to issues and events whilst also drawing attention to the artistic techniques used to ‘portray’ them. Radio has thus sometimes proved itself capable of mobilizing the listener’s interpretative faculties in this manner, through “a montage clash of discourses” (Paget 1990: 47). The Radio Ballads fit Marcuse’s definition of revolutionary art, as creating a subversion of perception through a radical change in style and technique – and representing, in the exemplary fate of individuals, an indictment of the prevailing unfreedom of the established reality (Marcuse 1978). The use of actuality in radio features (as presented in the form of a montage with music, ambience and narration) and the avoidance of narration has often presented serious subjects (‘the exemplary fate of individuals’) to listeners who “had to work towards their own construction of the elements offered” (Paget 1990: 46). In other words, the resulting ‘texts’ have been sufficiently ‘open’ and sufficiently vital to compel the listener to take an active role in interpreting them. 

In the vast majority of radio features and documentaries, however, the editorial process involved in their construction has tended to prohibit any choice in this construction on the part of the informants (interviewees). Audience responses and audience research present the normative, if not the only means, by which radio producers can follow the example of ethnographers who have argued that a crucial test for their ‘accounts’ is to whether the actors whose beliefs and behaviour they purport to describe recognize the validity of those accounts (Hammersley and Atkinson 1983: 195). 
Radio producers have, nevertheless, often sought to correspond to and accommodate the aesthetics and sensitivities of the communities of origin. This concern can, for example, be clearly attributed to the creators of the Radio Ballads (Charles Parker, Ewan MacColl and Peggy Seeger), as a series of programmes which derived both their form and content from the vernacular speech patterns of the communities within which the team recorded, and whose life experiences embodied the thematic focus of the series. MacColl and Seeger deliberately attempted to condense the ‘folk process’ (the creation of folksong through the accumulation of lived experience), through the study of tape-recorded actuality as a catalyst for the song-writing process. In this and other ways, the folk material in the Radio Ballads exemplified the continuum between folklore and popular culture, as discussed in Chapter 2, and invoked the collectivity or shared authorship of the folk process. This was highly appropriate, as the extensive use of actuality determines that authorship cannot be rightly assigned to any single individual contributor – rather it is a function of the whole because it is diffused across a montage of lived experiences.​[137]​

Several recordings made by Parker of post-production discussions between himself and MacColl and Seeger, stored within the Charles Parker Archive at Birmingham Central Library (in addition to other programme materials, such as the original interviews), make possible a study of the way in which the team sought to incorporate elements of the ‘folk process’ into their work. These recordings represent a rare opportunity for the researcher to gain privileged insights into the production process in the form of recordings of face-to-face dialogue between the production team, in addition and contradistinction to written or printed letters, notes and accounts (which can be highly selective or purposive) or in the form of memos and minutes (which are weighted towards institutional and bureaucratic forms of language and argument).​[138]​ It is beneficial if such ‘official’ evidence can be complemented, wherever possible, by ‘vernacular’ evidence of similar activity on the part of the programme-makers – the narratives that people develop and share to render their work meaningful to themselves and to those who receive it. 
In a post-production discussion of The Big Hewer (1961), MacColl relates in detail his attempts to condense the time-intensive ‘folk process’ into a period of mere weeks and months. As MacColl explains, this meant ‘having to steep yourself’ in the lived experiences of the interviewees (listening to the actuality for as much as twelve or fourteen hours a day) (Parker, MacColl et al. 1961). Having ‘internalised’ these recordings, it was then possible for MacColl to put their words into the right metrical form, and to find or create songs to mirror the very breathing patterns of the actuality.​[139]​ For MacColl and Parker, the ballad form possessed intrinsic dramatic properties and “required the active participation of the audience” due to its parataxis, its medley of voices, and its unexplained shifts in points of view (Harker 2009). 
MacColl goes on to explain how he had studied ‘pitmatic’ speech in order to write the lyrics for the songs in the programme, and consulted the actuality recordings of Jack Elliot to imitate the plosive aspects of his speech, and the actuality recordings of Tommy Armstrong to imitate his uneven rhymes and use of assonance. The lyrics were also influenced by the visual stimulus of the environments in which recording took place – for example, with the inclusion in song lyrics of slogans seen on the walls within mining communities, such as ‘always treat your lamps with care’. Charles Parker admits that, as the song-writing stage of the production process takes place in his absence, he is “not aware of any of this meticulous attention” (Parker, MacColl et al. 1961). Nevertheless, during the discussion he reveals the ethical care or caritas with which he approaches the editing process. He regards the process of editing as an empathetic and intuitive process, and is cognizant of the fact that he is “lacerating breaths and pauses” – “I may be destroying some of these things on which your music is based” (ibid). This sound document illustrates the way in which actuality was utilized collaboratively and sensitively by the Radio Ballad team as a catalyst for the folk process - authenticity was derived from close attention to the life-world of the communities of origin. Interestingly, in a gesture towards collaboration with the ‘communities of origin’, Parker, MacColl and Seeger had played back the ‘first draft’ of The Big Hewer to a group of miners and were told that it lacked humour, so they re-edited it to incorporate a humorous section (Cox 2008: 114)​[140]​ 
  

4.5	The Ethics of Editing 

As I observed of Denis Mitchell’s radio features in Chapter 2, there is a sense in which the commitment of the programme maker to give voice to the disempowered can, in some circumstances, make the actuality feature a sort of exercise in collaborative production. However, it must be remembered that what one person may regard as artistic licence or experimentation, another may regard as the mitigation, manipulation or distortion of the ‘raw material’ of oral history. As we noted in Chapter 1, it is important to remember that in many ways the facility to edit magnetic tape has actually represented the reinstatement, rather than the relinquishing, of the kind of meticulous editorial control formerly provided by scripting. Indeed the facility of editing can cause controversy when applied liberally or misapplied: 

In the hands of an unscrupulous editor a tape can be made to suggest that a speaker said things he did not say. Negatives can be removed, words transposed, whole sentences built up from different sections of the original tape, and when replayed the cuts will be undetectable (Horstmann 1991: 23).

The use of tape-recorded actuality in radio features has given ordinary people an opportunity to tell their own stories, to interpret their own lives. Used responsibly, it has meant that the programme-maker’s authorial control has been tempered by the lived experiences of his or her subjects. This important shift is clearly evidenced in the radio work of Denis Mitchell, as discussed in Chapter 2.2. As Mitchell noted of the responsibility of the documentarian:

His task is to imply his own view of life (he can never openly state it by any form of editorialising) without distorting the truth that is the lives of the people he has chosen (quoted in Swallow 1966: 178).

As the Mitchell quote suggests, the use of actuality may have induced ethical considerations (such as an avoidance of editorializing), but traditional forms of authorship were not radically altered. The empowerment of interviewees through radio features, therefore, has often been more rhetorical than actual, as their involvement has traditionally been restricted to participation in the interview encounter. Whilst this remains the case even a radio producer motivated by a desire to ‘give voice to the voiceless’ may still be vulnerable to accusations of tampering with or degrading the authenticity of the oral evidence. A fitting example of this dilemma can be found in Mancer’s recollection (with its use of ‘scare quotes’ denoting loaded or problematic terms) of conducting ethnographic fieldwork in Southern Maryland, and the compilation of this material for an undergraduate project to create a museum audio exhibit:

From the ethnographic literature I read, I knew I wanted to make my presence as “transparent” as possible. I didn’t want my “voice” to overshadow the voices of the women I had interviewed. So I made an audio presentation featuring the interviews, formed to a script not unlike the presentations on National Public Radio. My mentors, with their own folklore projects, had their own style and ethics when it came to interviews and presentation – I thought that their insertion of narration, sound effects, and catchy instrumental music bordered on the unethical (Mancer 2006: 2).

When it came time for the departmental presentations, Mancer was confident, knowing that hers was the only project to feature prominently the real voices of the people interviewed, and that this meant keeping the results of the research accessible and responsible to the community she had studied:

I thought things were going well. And then the departmental wunderkind asked if, with the editing and all, the presentation could be considered “authentic”. I had deleted background noise and sounds, rearranged words, and even transposed bits of conversation in order to get my final product. My confidence was shattered – I realized he had a point. Although it did feature a recording of the actual performance of the interview, in the end the way I had presented my ethnography was really no different than anybody else (Mancer, ibid.).

Such an experience will be familiar to any radio producer who has ever harboured an ideal to open up the microphone to the ‘authentic’ vernacular speech of so-called ordinary people. Charles Parker, who pursued this ideal more closely, sensitively and self-consciously than any other radio producer, believed that editing was an artistic process, and emphasised that he did not presume to convey the direct truth of a given situation but rather what John Grierson termed ‘the creative treatment of actuality’:

In a society such as ours, whose oral tradition is in decay, the average actuality speaker will transcend himself only occasionally, and it is here that the especial nature of tape – as opposed to disc or wire recording – allows the technician to deploy his own artistry and by selective tape-editing, re-fashion the actuality in a way that reasserts the oral tradition and purges the speech of those elements of utterance which are destructive not only of that tradition, but of the speaker’s actual intentions (Quoted in Street 2004: 192).

What Parker explains here is somewhat equivalent to the work of many linguists in apprehending and recovering ‘grammar’; to break through what Saussure termed parole (what Chomsky termed linguistic performance) to langue (what Chomsky termed linguistic competence), the abstract underlying system that constitutes a speaker’s internalised linguistic knowledge:

The object of linguistics is competence, not performance; not performance, because performance reflects not only the basic communicative ability of speakers, but also linguistically irrelevant factors – hesitations, slips of the tongue, distractions causing sentences to remain uncompleted or to change structure in mid-course, and so on. A grammar should be a representation of linguistic competence, with all these unfortunate performance factors ‘idealized’ away. Thus a grammar is an hypothesis about unobservables in the minds of speakers, not a mere organized rehearsing of the observed facts of linguistic behaviour (Fowler 1972: 210-211).  

Glenn Gould felt strongly that if technology facilitated the correction of human error then one could employ it liberally (indeed, to hypothesize about ‘unobservables’). In The Latecomers (1969), Gould’s study of Newfoundland’s geographic, historic and psychological isolation, he refined his editing techniques and his contrapuntal technique of intertwining several vocal streams simultaneously. In this radio documentary he went beyond ‘correction’: he began to change the context of his interviewees’ commentary, he isolated and realigning words in order to create alternative meanings, and he began to sometimes edit out idiosyncratic quirks in their speech patterns (McFarlane 2004). Gould explained the workings of this process in an interview in 1971:

Well, we spent – this is no exaggeration – we spent three long weekends…eight hours per day – doing nothing but removing ‘um’s and ‘uh’s, ‘sort of’s and ‘kind of’s, and righting the odd syntactical fluff in his material. We figured at one point that we were four edits of some kind in every typewritten line. There were thirty lines of double-spaced page, so that’s a hundred and twenty edits per page. And there were fourteen pages of his testimony, so we made a conservative guess that there were sixteen hundred edits in that man’s speech alone in order to make him sound lucid and fluid, which he now does. We made a new character out of him. You see - I don’t really care how you do it. I don’t think it’s a moral issue. I don’t think that kind of judgement enters into it (Gould, quoted in McFarlane 2004).

Gould maintained that it is permissible and unproblematic to edit and interweave interviews, and even to change a speaker’s ‘character’ as long as the interviewee’s discourse remains coherent, fluent and intact. As Truax has observed, Gould implies that “the listener has greater freedom to evaluate different sides of an argument when they are presented such that one can focus on individual voices at will” (Truax, ibid.).​[141]​ However, doing this tends to ‘raid’ the voice for its semantic meaning (Karpf 2009) instead of honouring the specificity of the original dialogic encounter. Digital editing has made such editing so simple and quick to conduct and so commonplace that it is usually taken for granted. We might say that a far swifter and more compressed version of the procedure Gould describes is utilized in media production on a constant basis, for example, in order to create ‘soundbite’ interview extracts to insert into news packages (Brookes 2007). Yet with the occasional exception (Dunaway 2000; Spinelli 2006), the implications of the ubiquity of such editing have not been interrogated or theorized. For example, Dunaway has asked,

What are the aesthetic and ethical issues of digital radio production? Does digitally produced radio sound different to the listener? Does it handle content differently? What ethical safeguards need to be added to news and radio production to assure that actualities and ambience beds actually occurred at the same time – that what we are hearing actually took place? (Dunaway 2000: 46).

Whereas this thesis has suggested that the use of recording equipment in radio production has extended the medium’s orality/aurality and time-bias, the application of editing can be said to have re-applied the visualization of language and the ‘procedural screening process’ which writing entails. To this end, it is significant that the process of editing is now visual-centric – sound waves are mapped out and dissected on the computer monitor. As the independent radio producer Tatrine Østlund Jacobsen has observed,

In digital editing, we watch an overview of sound. But something’s changed: some of sound’s mystery disappears in editing. Voices are more alive when you don’t have to see them. We focus on the image of sound – and you can see too much. In looking, we can miss the tension in his voice that says “he’s lying” (quoted in Dunaway 2000: 38-9). 

With the kind of editing conducted by Parker and Gould, the radio producer could reproduce what Goody has termed the (visual) ‘backward scanning’ (Goody 1977: 128) of the writing process, making it possible to eliminate inconsistencies, to choose words with a reflexive selectivity that invested the thought and words of the recorded speaker with new discriminatory powers (Ong 1988: 104). Parker believed that careful ‘audio ‘surgery’ could empower the interviewee by recuperating or restoring their linguistic competence. However, it is arguable that, in The Latecomers Gould’s ‘tricks’ sabotage the documentary ‘truth’. As the celebrated BBC features producer Piers Plowright recently opined about the programme, 
 
What it seemed to me I was hearing was the work of a man who liked ideas better than people. A man whose very refined musical sense worked against the material, so that ultimately they were pawns in a larger game, or perhaps, to use a better analogy, husky dogs, useful to carry the burdens of the expedition, but not of much account in themselves…In the famous last section [of The Latecomers], for example, where Gould and [Lorne] Tulk slowly move the narrator, Dr Leslie Harris, from Right to Left across the stereo picture, passing but not communicating with the other voices until he merges with the basso continuo of the waves that pound the shore and the voices and the programme finally drown, what we are hearing is a kind of electronic sermon, a verbal coda, a musical game, made up of fragments already heard (Plowright 2007).

As if cognizant of these excesses, Gould’s next documentary, The Quiet in the Land, was characterized by far less intervention – there was no relentless keynote sound and little ‘cascading’ of voices – and Gould seemed content to allow the interviewees to speak for themselves. However, the documentary was criticised by some within the Winnipeg Mennonite community that it documented, for misrepresenting their opinions (McFarlane, op. cit.). The problem here can be attributed to Gould’s propensity to fabricate fictional conversations between his subjects, and establish relationships between them through editing and mixing, rather than during the production process.​[142]​ 


4.6	Charles Parker: The Admissibility of Montage after the Radio Ballads

In the Solitude Trilogy, Gould pursued his own vision of contrapuntal radio, often at the listener’s expense (Plowright 2007), making some sections difficult to listen to or make intelligible in a conventional manner. The issue of intelligibility is one that the BBC has always given a great deal of consideration to, and one that is inextricably linked to programme genre and the particular character of the broadcasting network. Gould was able to showcase his trilogy as a result of the open-minded, eclectic and somewhat ‘highbrow’ ethos of CBC’s Ideas slot. Between 1998 and 2003, the Australian public-service broadcaster ABC showcased ‘acoustic art’ with its regular programme The Listening Room, setting aside a space for experimentation equivalent to the BBC Radio 3’s Sunday Feature. In the last years of his BBC radio career, Charles Parker produced programmes for the ‘middlebrow’ BBC Home Service/Radio 4, rather than the ‘highbrow’ Third Programme/BBC Radio 3, and so he lacked an outlet for the more experimental aspects of his work. He was also constrained in his proclivity to montage actuality by differentials in the institutional treatment of the genres of current affairs and documentary, as we will see.
Despite the precedent he had himself set in the Radio Ballads, Parker was frequently in conflict with representatives of BBC management about the ability of the listener to accept the convention of the ‘montage interweaving’ of speech, music and ambience. In a letter of 3rd February 1972, Parker replied to a memo (of 24th February 1972) from Anthony Whitby, the Controller of Radio 4, who had criticised the ‘unintelligibility’ of Snowballs in Calcutta (1972) for its combination of music with ‘difficult speech’ in the programme’s opening. Parker wrote,

I am quite certain that what is at issue here is more than a simple matter of ‘unintelligibility’. It is a complex question of apparent, as opposed to potential receptivity, in an audience, which in turn is bound up with the conventions they are led to accept as the agreed technical language of the medium. If the conventions atrophy, the audience atrophies, their potential remains unrealised, the presumptions they bring to listening and the stances they adopt to the work being presented can utterly inhibit their capacity to respond to anything that makes demands upon them.​[143]​

Parker believed that the underestimation of the listener’s ability to process auditory elements was limiting possibilities for experimentation within the medium.​[144]​ His articulate argument is persuasive, but we must weigh this against the criticism that met some of Parker’s late period work. Even the critics, who held Parker’s work in great esteem, occasionally objected to his proclivity for montage:

I’m glad to say that Snowballs in Calcutta was one of Charles Parker’s more restrained…Not only did he employ a soft-spoken narrator…but it was possible to understand almost everything everyone said: some of them were even allowed to utter several sentences on the trot (David Wade, quoted in Cox 2008: 225).

Parker’s late period work also included collecting a great deal of actuality for the epic BBC Radio 4 series The Long March of Everyman (1971-1972), which will also discuss in Chapter 5.1. Like Gould’s ‘contrapuntal radio’ trilogy, this was a multi-layered series, which exploited the possibilities of new stereo technology to the full. Unlike Gould’s work, however, it featured an eclectic mix of actuality, drama, folk song, historical documents, poetry, prose, music and ambience (created in collaboration with the BBC Radiophonic Workshop). Unfortunately the vast majority of Radio 4 listeners received the station on low-fidelity, ‘monophonic’ equipment, and were unaccustomed to such experimental work being broadcast amongst otherwise homely and familiar Radio 4 favourites:

For many Radio Four listeners, the whole design of the programme was intrinsically baffling. Its ‘montage’ technique of piecing together actuality and music and sound effects without the comforting presence of a narrator was something that did not sit easily with them, coming as it did on a network dominated by more conventional and restrained programme styles. Whitby was sensitive enough to this undercurrent of anxiety to warn his producers that montage demanded ‘a special attitude of mind’, and would thus remain a minority pursuit (Hendy 2007: 66).
 
The ambition of the series to correspond to and honour what the programme-makers and historical consultants interpreted as the aesthetics and values of the “originating constituency” (Worpole, quoted in Johnson and Dawson 1982: 215) (from which much of the historical material was sourced) cannot be doubted, but nevertheless the series was criticised for being a producer’s production rather than a listener’s production (Hendy 2007: 66). As a ‘history from below’ it was truly imaginative - but not very accessible. As Hendy has explained,

Here is a case, then, where the time and energy spent on adding an ambitious layering of textures and clever impressionistic segues did not just end up being aesthetically displeasing to its intended audience but may even have undermined the underlying mass social-democratic goals of the documentary-maker (Hendy 2004: 184).

Whitby supported and defended the series with some passion (Hendy 2007: 66), and the fact that he chose to blithely ignore the series’ conspicuous lack of ‘labelling and footnoting of material’ - one of his key justifications for refusing to accept Parker’s single documentary Siege in Ceylon for broadcast​[145]​ (see below) - would appear to indicate double standards. This disparity is most likely attributable to the broad historical scope of the former, and the topicality of the latter, which meant that the latter began to ‘shade into’ the area of BBC Current Affairs. It is also attributable to the sizeable investment of Radio 4 in The Long March of Everyman, both in terms of finance, and in terms of reputation. 
Concerns about finance and developing reputation were also the ‘two prongs’ of pressure on Charles Parker within the BBC at the time. Some of the internal criticism of Parker was prompted by the relative expense of his productions (Cox 2008: 118-119), but was also bound up with the way in which the controversial topics which Parker and journalist Dilip Hiro investigated in the late 1960s and early 1970s reinforced his reputation for commitment to radical politics.​[146]​ Whitby had a reputation as a rigorous monitor and ferocious critic of the Network’s output (Hendy 2007: 61), and due to their topicality he decided to assess the Parker/Hiro programmes by the same standards that were applied to BBC current affairs programmes. This was symptomatic of the gradual reconstitution of much radio documentary (barring a prestige series such as Long March) as an extension of journalism, in line with “a widespread concern for impartiality, ‘balance’, and ‘neutrality’ across the whole of factual output” (Hendy 2004: 171). Thus Whitby asserted that Parker and Hiro’s “impressionistic techniques” had no place in current affairs, and objected to the lack of both a reporter/narrator figure.​[147]​ The formula he offered Parker for making radio documentarieswas as follows:

Here is the recipe that has proved palatable. Take a subject of immediate importance in British or International affairs, select a manageable aspect of it and throw the rest away. Clean and chop into small pieces. Add a large measure of intelligence, a general dash of wit, a tongue and a little heart. Allow to marinate for 2-3 weeks and serve very cool (Cox 2008: 226).

Whitby justified the rejection of Siege in Ceylon (a programme about Sri Lankan terrorism) according to such standards – predominantly because Parker did not use a voice of authority to ‘authenticate’ the actuality of torture (Cox 2008: 226). Whitby clearly faulted the programme for lacking the ‘forensic’ style of narration which characterised much current-affairs output, whereby the measure of the narrator’s trustworthiness is their prudence in not claiming “more than is hearably claimable from the ‘evidence’ presented” (Hendy 2004: 172).​[148]​ 
With the publication of the Broadcasting in the Seventies report (of 1969), the BBC management became more concerned with the cost-efficiency and impartiality of output than with creative forms of speech radio, and therefore expanded news and current affairs and marginalized drama and features. For Parker, who would be manoeuvred into ‘early retirement’ the following month, this only served to confirm his feeling that, despite all the advances that had been made since the Radio Ballads, the only people permitted to speak over the airwaves were still predominantly the presenters, announcers and experts - those who possessed an established authority – rather than the mass of people whose lives were affected by the social and political changes reported (on) in the BBC’s factual output.    


4.7	New Horizons: The Wheeler/Prest Collaborations and The Reunion

We can now investigate in greater detail some of these ethical issues involved in the broadcasting of oral history, by providing an ‘insider’s view’ of the marriage of radio documentary and radio journalism in a discussion of the production of three series that have met with success from critics and audiences alike. They have benefited from the ‘authorial touch’ and narration of a seasoned journalist, but I will show how they have been constructed in such a way that the stories are predominantly told by the people who lived them – the ‘’originating constituency’ – as a sort of composite autobiography. Namely, I will discuss the three landmark series’ for BBC Radio 4 that radio producer and Whistledown Productions co-founder David Prest produced with the late journalist and television reporter Charles Wheeler - one on child evacuees in World War 2 (Evacuation: The True Story, 1999), one on National Service (The Peacetime Conscripts, 2000), and one on child migrants (The Child Migrants, 2003). 

Despite having made over four hundred programmes for Radio 4, Prest has never worked with a presenter or reporter who has been so involved in the production process at every stage (Prest 2009); Wheeler undertook interviews, wrote the scripts and narrated the programmes.​[149]​ All of the series’ had a common thread, as they all centred on the experience of young people being taken away from their home environment and put in unfamiliar and potentially frightening or threatening situations. Each series was also able to given an impression of the impact of these events thirty, forty or fifty years on. The oral history collected for the Evacuation series (1999) of programmes was unique, as most of the interviewees had never had their experiences recorded or documented before. Documentary histories of the war had not dealt substantially with evacuation, and the stories of evacuation had therefore been told predominantly through the form of plays, novels and television drama. The audience response to the programme was overwhelmingly favourable, and many evacuee listeners recalled long-forgotten experiences as a result of the programme. 

People said ‘You’ve done such an amazing thing because this is vocalizing things that I’ve felt, and I’ve never heard that stuff before on the radio, the stories of kids of my generation… (Prest 2009).  

One hundred and twenty evacuees were recorded for the series, and the degree of correspondence between the various accounts of leaving London and travelling to the countryside was such that the resulting actuality could quickly be ‘marked’, ‘blocked’ or ‘sectioned’ up into various subject areas. This was facilitated by the fact that the same questions were asked of each interviewee – ‘what was it like?’, ‘who were you with?’, ‘describe the journey’, ‘what were your feelings?’ and so on. There were sections of all the interviews in which each person described arriving at the train stations; getting on the train; running up and down the corridors; arriving at the reception station; being met by the billeting officer and potential foster-families, and so on. At times the correspondence between the accounts was remarkable:

There was the one word which I’d say fifty percent of them used, this phrase – ‘we didn’t know what it was about, it was all one big adventure’. A bell went off every time someone said it. I said to Charles [Wheeler] we should make a point about this, that there is something going on here. That one phrase covers an awful lot. It helps to explain what the parents were thinking when they’d sent them off – they [had] probably said that to them. And in the end of the [final] programme you had someone saying ‘I realized eventually it wasn’t an adventure, it was becoming a nightmare’ (Prest 2009).

At first it was an adventure…we didn’t know what was at the other end. An adventure…/We were real east-enders, little cockney children going on an adventure…/We didn’t realise what it would be like, it was quite an adventure…/It was just like a big adventure, as far as I was concerned…/It didn’t really strike to me till maybe two or three weeks after and then I knew the adventure, although you’re only seven, you know the adventure is over (Prest 1999). 

The finished programmes juxtapose actuality extracts with extracts from archived BBC radio programmes, and this also highlights the way in which a spirit of holiday and adventure was perpetuated by the mass media at the time. Similar to the ‘adventure’ montage sequence in the Evacuation series is a sequence in an episode of The Child Migrants, in which the interviewees described their first experience of arriving in Australia at the docks, of seeing a military band playing, and meeting the Bishop of Sydney. Prest was careful, however, to show that the montaged actuality was intended to present a ‘composite picture’ not through any manipulation of the material, but through the juxtaposition of the discrete testimony of individuals who had kindly consented to being interviewed:

I said to Charles [Wheeler], it’s really important to give the name of each person, that we don’t just treat it like a mass. I don’t want it to seem like we are painting the pictures. These are still individuals who witnessed it like this. So at the end of it we’d say – Bob Millerchip, James McNey…remembering their arrival at Freemantle, in 1952. Just to get the sense that actually this was their story rather than what we wanted to say as a whole (Prest 2009). ​[150]​

This kind of attention to detail was characteristic of all of the Wheeler/Prest collaborations, as it is of the vast majority of the BBC’s documentaries and features. When actuality is recorded for a radio programme it must conform to the BBC’s high standards of sound quality,​[151]​ and the inclusion of actuality extracts within a programme will usually occur only after a fairly thorough appraisal by the programme-makers of its thematic and semantic permissibility and significance within the context of the programme. Prest has suggested,

If you were doing that [Evacuee] project for the Imperial War Museum archive or a local history archive and you were interviewing thirty people about their experiences, you wouldn’t as a person listening to those interviews probably pick out that phrase [‘it was like a big adventure’] in the way that I as a radio producer picked it out as something extraordinary that typifies the whole thing (Prest 2009).

The implication here is also that the radio producer makes use of his/her imaginative empathy, that they are attuned to emotion and sensation, and alert to the ‘telling phrase’ that encapsulates an experience, both in the interview and during the editing process. The ability of the programme-maker to identify opportunities for the promotion of empathy with the interviewees might be thought of, therefore, as one strength of the ‘editorial packaging’ of oral history. There is, however, no reason why the oral historian would not also possess these skills, particularly one who also has a role in editing the oral history for public use. However, in areas where radio production training might be expected to overlap an oral historian’s – such as the basic techniques of interviewing – different ends often result in different procedures: 

Radio producers work with action, sensation, emotion and audio presence; the oral historian, with objectivity and verisimilitude. Both pursue truths, on different roads…The radio producer is taught to conduct an interview on a moment’s notice, under adverse circumstances, and to ferret out a story, overcoming the reluctance of the subject with a combination of bravado, cunning, and persistence. He or she reaches the controversial points fast, evokes a show of emotion, and presents the material all in a short time frame (Dunaway 1984: 82, 80). 
 
This is the obverse of the oral historian’s approach, which often seeks to minimise intervention and encourage reflection and digression over repeated visits where the timescale allows, in order to build trust and to create a relationship of equivalence with the interviewee. In an interview with the present author, Prest told an anecdote about one of the interviews conducted by Charles Wheeler (who was renowned for his skills as an interviewer) for The Child Migrants, which emphasized the need of the interviewer to guide or prompt during the interview in order to structure it and get the most engaging results. A woman was discussing her experiences of a journey across continents as a young child migrant, and her account was detached and unemotional. There was a certain amount of distanciation – as if the experiences she was relaying had happened to someone else. After she had given her account, Wheeler took a long pause, and confronted her with a summary of her own scenario at that time:
 
‘You were going to a country that you’d never been to before, you were confused - you didn’t even know where you’d just come from. It was a new environment, everything smelled different. What was it like?’ (Prest 2009)

To understand exactly why Wheeler felt the need to provoke a response in this manner, we can make two observations. Firstly, because he knew that this woman had a very dramatic and moving story, Wheeler wanted her to tell it in a dramatic and moving manner, in order that the listener’s attention is engaged. In this sense the person who interviews for radio expects their interviewees to ‘perform’ to some degree. As the oral historian and radio broadcaster Alan Dein explained in an interview with the present author,

I come from an oral history background where you do life story interviews, sit down with somebody; you’re not really performing to the microphone. What you’re doing is basically gathering information through their words. Whereas the radio ‘vision’ is much more…you want them to perform to the microphone, you’re trying to present them as broadcasters… (Dein 2008).

We can observe here that the tendency within oral history to simply ‘gather information through people’s words’ has occasionally led to the assumption that it is the words (alone) which carry the meaning, and a consequent ‘raiding of speech for its semantic meaning, and a casting aside of the voice’ (Karpf 2009). Due to the frequent emphasis on text (transcription) rather than orality (sound recording), many oral historians have called for a reassertion of the importance of voice and orality in oral history practice, something that has been a major concern of this thesis. Transcription has often eroded the notion of the particular value of sound, and has led to somewhat compromised attempts to translate the oral into publishable forms. Frisch has recently written of “the difficulty that oral history has had in confronting…the oral dimension that defines and names the field itself” (Frisch 2008: 222-223).
Secondly, we can observe of the Wheeler interview anecdote that people ‘compose’ memories that help us to feel relatively comfortable with out lives, to give us a feeling of composure. We remake or repress memories of experiences which are still painful and ‘unsafe’ because inherent traumas or tensions have not been resolved (Thomson 1998: 301). Karpf recently discussed listening to an interview with the Holocaust survivor Edith Birkin, which was characterized by a matter-of-fact tone, in which “you can hear the control”. There was a sense that she has had to tell the story before, to construct a narrative or to actually “internalise the narrative demands of the archive” (Karpf 2009). 
Radio producers are often disinterested in the constructed, safe, ‘archive-ready’ narrative – and if they seek to provoke another version of the same account they may contravene the ethical standards of the oral historian. The radio producer is compelled to find a balance between being both empathetic and strategic during the production process by the exigency of the deadline and the dictates of the larger programme narrative. By contrast, the oral historian who is interested in entire life histories might pay less attention to the specific choice of words by which the interviewees relate their experiences, and the social or ideological import of these choices. For example, the interviewer who is paid by the hour to collect oral history to expand a deficient section of the oral archive by an institution may not be induced to operate in an efficient or discriminating manner, or to constantly reflect on how the listener (to the interview) will receive what has been said. However, we should be careful not to exaggerate these distinctions; oral historians often demonstrate an acute attention to semantic detail, and an interest in the relaying of sensory experiences does not contravene oral history methodology:

If it is a really important point, you can encourage at length: ‘All right, so you’re in ---. Shut your eyes, and give me a running commentary – what you see, hear… (Thompson 1988: 201).  

The key concerns of the radio producer and public historian who work to recontextualize verbatim speech into expressive forms of representation (i.e. a radio programme or an exhibition) are broadly similar. For example, David Prest and Charles Wheeler were faced with ethical dilemmas during the making of several of the series’, which occasionally led Prest to question his own interventions - ‘who are you to judge whether their testimony is correct?’ (Prest 2009)​[152]​ Prest was also led to consider, as oral historians often do, the subjective nature of memory. The Peacetime Conscripts (approximately one hundred interviews were conducted for this six-part series) showed the darker side of the experience of National Service, which had not been previously publicised – for example, the instances of suicide in training camps. This resulted in a wide range of contrasting audience responses:

There was lots of mail from people who said [listening to the programme] was an incredibly cathartic experience. One particular letter was very emotional, from someone quite senior in the army, who’d had to pull his car into a lay-by because he was shedding tears listening to the programme…I had one phone call from a guy who had written his own personal story of National Service. He said, ‘Why did you focus on the suicides? For many of us it was the best years of our lives…” - which was the great cliché about National Service. We talked about it, and I explained why we wanted to show all the different aspects…I knew from reading his book that he’d been at the RAF camp [which had a high rate of suicide]. So I said ‘do you remember any incidents of suicide?’ ‘Oh yeah, there were a couple’. ‘So there were 2 out of the 250 men there at the time, do you know what the national suicide rate was at the time?’ So eventually he realized he’d been shutting down the fact that there had been these suicides since he’d been there. In his head, he hadn’t wanted to include that as part of the story (Prest 2009).​[153]​   
  
Prest felt that the Evacuation series had taken place at just the right time – the former child evacuees were now in their late sixties, and many had become - or were about to become – grandparents. Therefore they had a deeper understanding of the difficulties their parents had had in letting them go. The experiences of attending, with Charles Wheeler, an evacuee reunion, and a reunion of Korean War (sometimes termed the ‘forgotten’ war) veterans gave David Prest the idea for a regular programme, which would become the award-winning Radio 4 series The Reunion:

We went to a Korean War veteran reunion, and I saw these people who’d been in the war, who felt anger that they hadn’t been able to tell their story, they were gathering together and pouring out their stories to each other. I remember saying to one guy, do you tell your stories outside of these occasions? He said ‘Never – I’ve never told my wife this stuff’. That was the germ of the idea. People talking passionately in their own circle… (Prest 2009). 

The idea of The Reunion is to reunite in the studio a group of people (typically five) who are linked due to their having undergone a particular experience together in the past, which in some sense made history. There have been programmes on a number of topics, including the siege of Sarajevo, the sinking of the Marchioness, the privatization of British Rail, and the birth of breakfast television.​[154]​ Although The Reunion is a studio-based format, it utilizes archival recordings, which are ‘dropped in’ at the appropriate moments. In this way the reporting of events by the media can be juxtaposed with first-hand eyewitness accounts of what happened. This format presents greater scope for the revisiting of the past through precise eyewitness testimony than in most radio programming, where the coverage of history tends to become overly generalized or simplistic, shaped by or contingent upon current attitudes or preoccupations. As CBC producer Bill Doyle noted in a discussion of “Oral History and the Electronic Media”,

A recent example of this was evident in the Remembrance Day coverage of the Five Fighting Sullivans on ABC’s “Good Morning America”. The theme of the story on the five brothers who perished on the same ship in World War II showed how the passage of time made people forget. In 1942 the theme would have been a concern of the people at the time – such as allowing five members of the same family on the same boat (Kipping and Doyle 1981).   	

The majority of The Reunion consists of interaction within the studio, and this innovative format provides a model of best practice for how studio-based (rather than actuality-based) oral history programming might attract listeners in the future. This is an important point to make, as it demonstrates that the broadcasting of oral history is not contingent upon the use of portable recording equipment. Secondly, those who advocate the inclusion of a greater proportion of oral history in BBC programming must consider how to deal with the argument that the Corporation’s studio-based ‘magazine’ programmes already contain or represent oral history:

One of the difficulties is - the broadcaster says, ‘Well we do oral history anyway.’ What I call oral history, what you call oral history, may be different to what [BBC} Radio 4 calls oral history. They might say ‘Listen to Woman’s Hour, listen to You and Yours – there’s people talking about stuff. What makes them any different?’ Is that oral history? ‘Mid-Week – they’ve written a book to get on it, but they’re talking about themselves’. So that’s a difficult dilemma to face. How do we convince the broadcaster that what we need is something a little bit different to what we do already? (Dein 2008)  


4.8	Micro-Local Radio Features: Alan Dein (BBC) and Ronan Kelly (RTÉ)

Having noted the existence of studio-based forms of oral history, it may prove instructive to begin to answer Dein’s question (above) by investigating exactly what is gained by the field method of recording actuality. The idea of field-recorded micro-local radio features has also already been raised in the thesis, particularly through reference to the work of Brandon Acton-Bond and Denis Mitchell in Chapter 2 and the work of Tony Schwartz and David Thomson in this chapter. Through the following discussion of the contemporary micro-local capture of actuality by the BBC radio producer and oral historian Alan Dein and the RTÉ producer Ronan Kelly, however, further distinctions will emerge between the work of the radio producer and that of the oral historian; firstly that the radio producer, unlike most oral historians, is habituated to the recording of actuality on location and ‘on the move’. As Alan Dein reflected in an interview with the present author,

[Recording] a person in their landscape or environment, that’s what I like the best. I suppose it’s more exciting sometimes, interviewing somebody on the move, in their environment, in their workplace, walking around somewhere…Then they’re responding to the environment…I remember making a programme some years ago called Life on Christmas Street [first broadcast on 25th December 1998]…it was a one-off programme for Xmas, and the idea was based on article that was published in Picture Post magazine in 1946, which was called ‘Life on Christmas St.’…All the interviews were recorded on location…I’m talking to people about their lives… it was all in one take…like a really really long tracking shot…where the camera pans round on the street, and you’re just following the different protagonists and the places they’re involved in…I still called it oral history, because I was still using the methodology where the key thing is to ask people about themselves, who they are, what their backgrounds are, what things mean to them, how they came to do what they do. But…it was an incredible snapshot of that moment in the life of Christmas Street which will be, in 50 years time, as historic as that Picture Post article (Dein 2008: 159).

The ability to recording extensively on location has also been utilized by Dein to make the “process of programme-making transparent and real” (Dein, quoted in Liddington 2006: 96); to leave self-reflexive clues about the nature of this process. The BBC feature producer Peter Everett has discussed this impulse of wanting the audience to  ‘see the joins’ and to be aware of his ‘authorial stamp’ as a programme-maker. Listeners can gain an understanding that decisions in editing, for example, are conscious and informed by the eye and ear of the programme maker (Everett 1993). The programme The Fire is in Our Hearts (produced by Mark Burman, and broadcast on BBC Radio 4’s Document strand in November 1997) included Alan Dein’s phone call as he attempted to trace a particular former pupil who had written poems for ‘Stepney Words’, a published collection of poems by a class at Sir John Cass School in Stepney, East London, that had kick-started community publishing movement in the 1970s (see Maguire, Mills et al. 1982; Harcup 2009). The raw, telephonic quality of the sound reinforced the genuine astonishment at the other end of the phone line (as would frequently occur in the innovative and conceptual phone-out programme Don’t Hang Up, which is broadcast every Christmas, and also produced by Mark Burman and presented by Dein). Dein’s programme You Must Remember This, broadcast on BBC Radio 4 on 11th June 2006, charted the development of oral history since the 1960s, and featured audio extracts of pre-interview preparation with Harry Landsman, a Jewish resident of the East End. As Harry was blind, Dein talked through the interview process in great detail:
 
For me, some of the programmes I make I like to have a certain transparency, so the listener can understand how it’s put together. A few mic wobbles, walking into someone’s house with the microphone on. Someone asking me what it’s about or why I’m doing what I’m doing. And it’s nice to have that on sometimes. It shows that there is life before and after the interview… (Dein 2008)

Because I was making a radio programme at that time, I recorded all that stuff like buzzing the intercom and walking up the stairs to [Harry’s] apartment – and then there’s all the descriptive chatter about what sort of interview it’s going to be. No one would usually ever bother to capture all that on tape. In this case, it helped set up the idea of a journey of discovery – that’s what I think oral history is all about (Dein, quoted in Liddington 2006: 99).
   
The RTÉ producer Ronan Kelly has implemented a similar approach to on-location recording and interviewing for many years, and, even though he is not an oral historian as such, he often spends 4 or 5 hours with each interviewee, even if he is only recording for a 15-minute programme:

I know that you get the best stuff from people not just by sitting with them, but from walking around and doing things, and getting them to show you stuff. And the other thing is, [I’ve been] going from quarter-inch tape to longer and cheaper tapes and then flashcards. What I do is get out of the car, and the machine is rolling as soon as I get out of the car. And it means I have a huge amount of editing to do, but it also means I can pick up absolutely everything. So the thing itself is a document (Kelly 2008). 

Kelly maintained this modus operandi throughout The Terrace, a radio series of fifteen-minute ‘episodes’ broadcast in 2006, based upon the lives of ordinary people in a single terrace street in an unspecified town in Ireland.​[155]​ For The Terrace, Kelly wanted to find a Church Street to record in, as there is a Church Street in every town in Ireland, so it has an archetypal or indexical status. Focussing on a single street gave Kelly a microcosmic perspective on the social history within the community.​[156]​ For example, Drogheda, the town in which Kelly found his Church Street, is on the River Boyne, which used to be plentiful in fish. Kelly discovered from some residents that the housing estate was built in the 1940s, when there were no cars on the street, as the residents were fairly poor. In those days the fathers of the female residents that Kelly interviewed would go fishing on the river on the weekends and when they returned they would hang fishing nets across the street, on lampposts, to dry them. Interviewing one man gave another insight into local social history, which provided a perspective on trade unionism in the area that counters the simplistic or ‘monolithic’ view of labour movement solidarity in working-class areas:

One of the first guys I met was an elderly man walking down to the bus stop. He had worked in a boot factory in Drogheda. His name was Paddy. But he had always wanted to be a carpenter, but he could never get into a carpentry union and have a workshop, even though he had been back to school, and he had studied [carpentry]. He couldn’t break through it because the carpentry union was controlled by families. In Drogheda they have a museum displaying trade union banners, which again is relatively unusual in Ireland. You don’t [usually] have the same folk culture associated with trade unionism that you have in Britain. So in the same town you had the idea of a trade union that supported people through difficult times, but you also had testimony from a man of the trade union movement excluding him from his lifelong work. He had worked in the factories for 50-something years and then started working as a carpenter when he retired [from the factory] and started work as a carpenter doing odd jobs. He never paid taxes on some of the odd jobs, and he didn’t want to say it on the radio in case he’d be chased afterwards… (Kelly 2008).

The Terrace is reminiscent of Denis Mitchell’s radio features, in the use of actuality to capture the drift of people’s thoughts and preoccupations, and in the way that Kelly showcases the diversity of stories in a local constituency, and reveals some of the secrets hidden behind its curtains and in forgotten alleyways. In The Terrace Kelly made economical use of narration to set the scene, and, unlike Mitchell he often included his own questions and responses in the interviews. This helps to give the listener a sense of his developing friendships with the residents of the street across the series, and it also provides some self-deprecating humour:

Kelly: Frances won’t talk to me ‘cos she’s in her pyjamas. Well no, that’s not quite true. She won’t talk to me ‘cos it’s too early in the day for a big ‘eedjat’ from RTÉ to come shoving a microphone in her face…

…Kelly (quizzical): “Is that your own baby?”
Sheila: “Yes, yeah, miracles do happen…” (Kelly 2006).

Through meeting the residents and recording their thoughts, Kelly gained an understanding of how the rise and fall of the ‘Celtic Tiger’ economy had affected their lives, and since making these programmes Kelly has also gained an understanding into how the programmes captured moments in people’s lives which already provide rich information about their immediate socio-economic context at that time. Even the minutiae of daily life provided clues.​[157]​ For example, different indicators of economic or social status suited different times and different generations: 

I was interviewing a brother and a sister who talked of how their mother would put up clothes on a washing line every day at 7 o’clock in the morning, and she’d have all the children’s shoes polished for school at the same time. And this woman had about 13 children. Her line of washing out in the back garden was a sign to the woman across the road that she was on top of [things]…on top of her house…of her 13 children. It’s fascinating to see these tiny little things... (Kelly 2008)


4.9	Oral History and Authority

In a seminal essay folklorist Alan Dundes indicated that stories contain at least three elements: text – what the story is about; texture – the way that the story is told; and context – the circumstances surrounding the telling (Dundes 1964). As Schneider has observed, the corresponding “tension between structure, creativity and meaning” is easily lost in oral recordings, especially when they are made at one point in time and broadcast at another, to an audience that is not familiar with the speaker and his or her culture (quoted in Mazé 2006: 248). Especially with the loss of communicative context that occurs with the broadcasting of oral history, the radio producer is faced with the same responsibilities as the oral historian:

In editing oral history, we, as authors, have to balance responsibility to the narrator, to the audience, and to the content of the stories (Jones 2004).

In oral history what has been termed the epistemological problem – the question of how historians are to use their ‘sources’ – is inevitably a problem of human relationships. The processes involved in oral history and radio production may reproduce social divisions that are relations of power and inequality, even if what is at stake is cultural power rather than economic or political (Johnson and Dawson 1982). Even when the oral historian or radio presenter or producer attempts to ensure a relationship of equality during the process of ‘cultural production’, it is still his or her name that appears on the jacket of the monograph or is recognized in award ceremonies; it is his or her career that its furthered and status that is enhanced; it is he or she that receives a portion of the royalties and almost all the cultural capital bound up in authorship. To what extent the radio producer can overcome this imbalance by extending ‘shared authority’ beyond the oral history interview, however, is a difficult question to answer, not least because there is a scarcity of ‘models of best practice’.​[158]​ In an interview with the present author, the oral historian and radio producer Alan Dein admitted that collaboration with interviewees beyond the actual interview is rare even in oral history work:

It’s one of the great dilemmas that faces community oral historians as well as professional broadcasters and professional documentary makers. What is the relationship between you and the interviewee, and what input does the interviewee have in the making of the programme? I remember I was at a community oral history conference, giving a talk a while back, I’ve been doing an oral history project on King’s Cross, in London. And someone put their hand up and said ‘Did you allow your interviewees to participate in the editing session? Did you play them the stuff before it went out, or when it was put on CD?’ And the answer was no… (Dein 2008).​[159]​

The question again emerges about whether the mediation involved in radio production - such as the artistic process of montage - mitigates or diminishes the honesty of the ‘raw product’ of oral history. Undoubtedly this is the case, but what is crucial here is how the notion of authenticity in this context can be perceived as an arena for the negotiation of power and cultural identity:

Under these conditions, struggles over meaning are also struggles over resources. They arbitrate what is permitted and what is forbidden; they help determine who will be included and who will be excluded; they influence who gets to speak and who gets silenced (Lipsitz 1990: 632).

 The ability to wield editorial control, of course, derives from the culturally institutionalized power of the radio producer or scholar in radio broadcasting and oral history: this entails the power behind technical and production knowledge; the power to obtain access to materials; and the power to be able to disseminate them. The most successful oral history or local cultural initiatives are frequently those where the collective involvement of the community is emphasized and the feeling of ‘theft’ by an outsider is minimized (Silver 1988: 176), as we have seen from the example of the Fogo Process. The participatory potential in self-representational documentary or digital storytelling may challenge established patterns of authority based on various forms of institutional legitimacy (Lundby 2008: 369).

The exclusion of the oral by the written has often accurately been perceived as reflecting the cultural and historical exclusion from documentation of those people least likely to contribute to printed publications (that is women, the working class, and cultural minorities). Oral history has therefore often seen its goal as being to document the lives and experiences of those who would otherwise disappear from ‘history’. This communal approach not only occurs in opposition to the literal [sic], as Ong has pointed out, but also confronts professional media operations and commercial ‘product’ (Silver 1988: 177).

The National Public Radio producer David Isay has implemented such an independent ‘communal approach’, securing the participation, collaboration and even autonomy of the ‘subjects’ of his radio documentaries and sound portraits. In the pioneering Ghetto Life 101 (1993), for example, he gave recording equipment to two African-American teenagers from a suburban ghetto in order that they could record their own ‘audio-diaries’, in an example of shared authority and collaborative production which was a clear progression from the gestures towards collaborative production in Mitchell and Acton-Bond’s features (see Chapter 2):

Recognizing that what many of his programs do is allow NPR listeners, an audience that despite NPR disclaimers is predominantly white and middle class, to hear the human side of people whom the mass media usually portray stereotypes, Isay involves members of the community he is documenting as collaborators and co-recipients of proceeds. For Ghetto Life 101, Isay, who produced the program in New York, involved LeAlan [Jones] and Lloyd [Newman] in each stage of production, playing sections over the phone for the boys to hear and approve. They also wrote and recorded their own narration (Hardy III and Dean 2006).  

 The resulting documentary was remarkable for its sense of penetration into a social world. The sense of injustice and social deprivation perceived by the listener is not induced through commentary or montage editing but by the sheer transparency of the form.​[160]​ To illustrate the radical and conceptual implications of such an approach we can refer to Enzensberger’s ‘theory of the media’:

There is no such thing as unmanipulated writing, filming or broadcasting. The question is therefore not whether the media are manipulated, but who manipulates them. A revolutionary plan should not require the manipulators to disappear; on the contrary, it must make everyone a manipulator (Enzensberger 1970/1976: 29).
 
Archie Harding (discussed in Chapter 2), who began the long struggle for the voices of ordinary people to be heard on the radio when he was appointed Programme Director of the North Region in Manchester in 1933, had come to this realization decades earlier. Harding was to inspire Geoffrey (D.G.) Bridson to give voice to the voiceless with “the revolutionary statement that, since all broadcasting was propaganda, all the people, not just their spokesmen, had the right to use it.” (Black 1972: 129):   

All broadcasting, he insisted, was propaganda; because it did not attack the anomalies of the capitalist system, it became propaganda in support of them […] In Harding’s view all people should be encouraged to air their views, not merely their professional spokesmen. And that went for the Working Class no less than for the Middle and Upper Classes” (Bridson 1971: 30-31).

David Isay is, as Archie Harding was, an advocate of mass microphone access, and in 2003 he set up StoryCorps, a national (American) project designed to inspire people to record each other’s stories. It began when Sound Portraits Productions – the non-profit production company founded in 1994 by Isay – teamed up with the Library of Congress and the Corporation for Public Broadcasting to make digital recording accessible to the general public. This occurs through several means – there are a number of ‘Story Booths’ installed in a variety of public spaces, such as New York’s Grand Central Station, inside which two friends or relatives can interview each other (guide by a StoryCorps facilitator), or inside which an individual can be interviewed by a facilitator. Alternatively, a StoryCorps mobile recording unit often travels across America, harvesting stories. For every interview session, one copy of the resulting interview is given back to the participants as a CD (for a nominal fee), and one digital copy is archived at the Library of Congress. The most interesting or touching stories are then (with the permission of the interviewers/interviewees) edited, broadcast, and podcast on NPR. Since 2003, approximately 35,000 people have recorded their stories, resulting in more than 10,000 interviews. The resulting collection is one of the largest collections of documentary oral history in the US (Isay 2003). 
However, whether or not the recordings have truly lasting value or can really be classed or classified as ‘oral history’ has recently been disputed by some in the oral history movement (Abelmann, Davis et al. 2009; Perks, quoted in Burgess 2009), as the interviews (which have a forty-minute time limit) are often predominantly an opportunity (for StoryCorps) to elicit emotional candour and revelation, or (for the participants) to repeat an anecdote or oft-rehearsed chapter of family history, and the interviews certainly lack the methodological rigour of oral history. Oral history recordings and transcriptions often bear the ‘tracks’ of the investigator (interviewer or transcriber), as with the transparent elements of Dein’s radio features, and by contrast StoryCorps broadcasts are seamlessly edited to leave little evidence of their construction. As with many of the radio producers and folklorists discussed in this thesis, oral historians are typically interested in how an interviewee draws creatively on their community’s past and traditions, rather than in emotional and ritualized forms of confession (Abelmann, Davis et al. 2009). In many respects Isay’s earlier radio programmes (such as Ghetto Life 101) offered greater authority to participants, and were embedded within the concerns and values of their particular communities:

Isay’s use of community members as interviewers, shared authority in project design and interpretation, and equitable division of proceeds demonstrate some of the synchronicities between the audio documentary and community oral history movements (Hardy III and Dean 2006: 540).










Chapter 5:	Oral History, Local and Community Radio and Social Gain






This chapter will build upon the above exhortation by focussing on the convergence of oral history activity with local and community radio broadcasting, and the ways in which oral history can break down barriers between radio stations, educational institutions, archives and libraries, and the world(s) outside their walls. The chapter will firstly consider a nationally-co-ordinated aural history project, in the form of BBC Local Radio’s landmark Millennium Memory Bank, which has created a huge archival legacy, preserved at the National Sound Archive at the British Library. British and American precedents for this project will be considered, as well as the BBC’s historical involvement in the surveying and collection of dialect and folk song. 
The remainder of the chapter will then investigate examples of, and possibilities for, the convergence of community radio and oral history in the United Kingdom. The major community radio case study is Commonwealth FM, an RSL (Restricted Service Licence) station that was based at the Commonwealth and Empire Museum, broadcasting in the Bristol area between 2001 and 2005. Another case study is Connecting Histories, in which I will discuss the use of oral history and broadcast materials in community outreach in Birmingham. Other examples of oral history projects organized by community radio stations will also be cited, such as Wythenshawe FM’s World War II Recall (in South Manchester). Two further case studies of the convergence of oral history and oral tradition with digital media are provided in Appendix D: one of these projects has utilized radio technology, broadcasting oral history on an FM frequency (Hidden Histories) within Southampton City Centre; the other has involved a modern ‘street’ form of oral tradition, circulated amongst an ethnic minority community via mobile telephony, and subsequently broadcast on the London community radio station Resonance FM (Telephone Trottoire). All of these case studies will apply theoretical ideas and issues raised throughout earlier chapters.  
The chapter will finish with a general discussion of the huge potential represented by the convergence of community radio, community development and oral history (activity), which, as we will see, are fields of activity or (social) ‘movements’ that share the related organizational philosophies of volunteering, participation, collaboration, peer-learning and shared authorship. Some of these concepts and terms will already be familiar from foregoing discussion within this thesis, particularly of the Fogo Process in Chapter 3.7, and of the ethics of public folklore and radio production in Chapter 4. 

5.1	The Millennium Memory Bank and The Radio Research Project

In Chapter 4.8 we explored a form of micro-local radio created by producers working for public service broadcasters (the BBC and RTÉ), in which the recorded stories or oral histories of a single street provide an invaluable microcosm of social history. We can now turn to Millennium Memory Bank (MMB), a national project that marshalled the collection of social history at such a local level across Britain to create a survey or ‘snapshot’ of the country at the turn of the century. MMB was a joint collaboration between BBC Local Radio and the British Library National Sound Archive between 1998 and 2000, which involved forty BBC local radio stations across the UK in the gathering of 5429 oral history interviews on Minidisc, which have since been catalogued, archived and digitised by the British Library. This project resulted in one of the largest single oral history collections in Europe, and a unique study of Britain at one particular moment in its history.
	At each of the forty stations a full-time oral history producer plus a researcher were appointed, on a nine-month contract between September 1998 and June 1999. Approximately 120-150 interviews were carried out per station, and these were edited into a radio series called The Century Speaks, broadcast by the local stations between 12th September and 26th December 1999. The 640 individual half-hours were then repackaged into eight programmes for the national network, and broadcast on Radio 4 during October-November 2000.   
	
As Perks has noted (2001; 2005), there were few historical precedents to draw upon in designing such a project. The New Deal Works Progress Administration (WPA) Federal Writer’s Project of 1938-1942 in the United States was an excellent example of a large-scale national project to collect oral history and folklore. During this period, Federal Writers scribed the oral histories of more than 10,000 men and women from a variety of regions, occupations and ethnic groups (it is worth noting that this has been cited by David Isay as a major influence for his StoryCorps project, see Chapter 4.9). However, Perks notes that this is not an entirely appropriate precedent, as it resulted in a written, rather than an audio collection, and that it took place over a longer time frame than the MMB project. It can also be observed that the Federal Writer’s Project was a work relief program for writers, who were expected to interview knowledgeable members of special and previously undocumented groups, for example, the surviving freed slaves (Abelmann, Davis et al. 2009: 257).
In terms of broadcast-based precedents the only previous comparable radio project in the UK was the BBC’s epic series Long March of Everyman (which we discussed in Chapter 4.6), which was first broadcast in 1971, in which 800 interviews were collected for inclusion in 26 programmes of approximately 45 minutes length each.​[161]​ However, the intention was predominantly to record what we might term the ‘characteristic speech’ of the modern-day counterparts of traditional figures – a medieval merchant or a 14th Century baker, for example. The series made groundbreaking use of ‘non-professionals’ reading material selected from diaries and memoirs, and other historical documents, and attention was given to matching speakers with the class, dialect and geographical location of the original writer. The series therefore took a new approach to the scripting of aural history, in order to reassert the cultural and creative importance of the oral tradition:

This gradual emergence of Everyman’s voice is something which the series must itself enact in its early programmes – and it must also show how the split between elitist poetry and common speech is a feature of later literate society rather than earlier oral tradition (Mason 1971: 684).

A more appropriate American precedent for Millennium Memory Bank can be located in the form of the Library of Congress’ Radio Research Project, which was contemporaneous with the Federal Writer’s Project. Funded by the Rockefeller Foundation, the Project consisted of a group of fieldworkers headed by Philip Cohen, including Joseph Liss, Charles Harold, Jerome Weisner, and as consultant, the ethnomusicologist Alan Lomax. This group took the Library’s portable recording equipment into the field to gather material for a series of documentary programmes about life in the United States. Programmes of this kind that used people, not actors, had been experimented with by BBC producers like D. G. Bridson and Olive Shapley, but were practically unknown in America (Barnouw 2003: 78). Archibald MacLeish, the Librarian of Congress, who made some memorable and vital contributions to the medium of radio during his lifetime, regarded the project as an invaluable living record of a moment in the country’s history, and as a natural extension of a library’s function (ibid, p. 78). 
The Radio Research Project fieldworkers travelled across the United States, recording the unscripted, spontaneous speech of ordinary Americans discussing their problems, singing songs, and telling eloquently the story of their regions, their own experiences, and their folklore. Examples of the work of the Radio Research Project included recordings of farmers, merchants, day labourers, and bankers from the Eastern Shore of Maryland, fortune tellers, weight guessers and burlesque dancers at a travelling Strates carnival near Washington D.C., the inhabitants of an ‘Okie’ migrant labour camp in southern California, and participants at a folk festival in Asheville, North Carolina (Taft and Hoog 2003).
         
The project’s staff believed that most commercial radio broadcasts at that time were dominated by programming created in the great urban centres, which failed to reflect regional culture, local talent, and people’s stories (Taft and Hoog 2003). On December 8th 1941, the day following the bombing of Pearl Harbour, Lomax sent a telegram to fieldworkers in ten different localities around the United States, asking them to collect ‘man-on-the-street’ reactions to the bombing of Pearl Harbour and the declaration of war by the United States. This request resulted in approximately four and one half hours of recordings that were used to create a fifteen-minute radio programme for the Mutual Broadcasting System (MBS).​[162]​ On December 11, 1941, field recorder Fletcher Collins, in a letter to Lomax, expressed his support for the man-on-the-street interviews:
You have my profound admiration for having conceived the idea and having spurred me — and no doubt other folklore people — to try it out. It opens up a field which has not before been touched by the radio, and a field of enormous importance to Americans. It heightens their consciousness of themselves as Americans, and it contributes vitally to civilian morale in expressing what the common people of the nation are feeling and thinking, an expression of others than governmental leaders, radio commentators, and newsmen.​[163]​
As a collection these recordings provide a glimpse of everyday life and social history in America as the nation entered World War II. There was no contradiction between the field-workers’ activities in recording such impromptu testimony and their usual work recording folklore. For the contemporary historian this testimony represents, like folklore, a repository of attitude and opinion, and the survival of the voices of those typically excluded from historical accounts.


5.2	The Linguistic Mapping of the UK for Broadcast Purposes

Having noted this precedent of a project supported by the American Library of Congress, we can state that the contemporary involvement of libraries, archives, universities and museums (what we can term ‘the heritage and education sectors’, for the sake of convenience) in both oral history and radio broadcasting in the UK is a rich and under-researched field. This chapter will attempt to offer some indications of avenues for future research in this area. Before presenting some examples of the involvement of the heritage and education sectors with community radio, however, it may prove useful to focus briefly on the exemplary role the BBC has often played in the collection of dialect, folklore and folk song, often in collaboration with university groups and archives.
The recent BBC Voices project was the biggest-ever survey of recorded linguistic fieldwork in the UK, which culminated in a week of broadcasting in August 2005 across all the BBC’s local and national radio stations. The project set out to capture how we speak today by encouraging contributors (1,312 people) to talk about the languages, words and accents they use, their styles of talk and their attitudes to language (see Linfoot 2006). Also in 2005, the MMB recordings were brought together with recordings from the Survey of English Dialects (SED), as part of a web resource called Collect Britain, designed to make the British Library’s collections accessible to a broader set of public users than it usually reaches (Perks 2005). These recordings currently form part of the educational web resources Archival Sound Recordings​[164]​ and Sounds Familiar​[165]​.
 
The SED was carried about between 1950 and 1961 under the direction of Professor Harold Orton at the University of Leeds to create a kind of ‘linguistic atlas’ of Great Britain. Interviews were conducted with dialect speakers at a total of 313 locations by fieldworkers using a sophisticated questionnaire methodology, to capture examples of vernacular speech for later analysis. Although this was ostensibly a written survey utilizing phonetic transcription, sound recordings were made with informants from 1952 onwards. Speakers were encouraged to use their most natural form of speech and the sound-based interviews were unscripted and unrehearsed. 304 recordings were made which were then edited and dubbed to gramophone discs, and later digitised for pubic access at the British Library Sound Archive. They cover a myriad of topics, typically associated with the speaker’s occupation, for example, ploughing, harvesting, hedging, pig-killing or breadmaking (Perks 2005: 82). As Perks notes, although the recordings made for the SED were intended to aid the analysis and interpretation of written data and hence were recordings of only about ten minutes length; “They are a rich resource of social history from a period when very few such recordings with ‘ordinary’ people were recorded, and still fewer archived” (ibid, p.82).

	The pairing of the MMB and SED collections demonstrates the value of oral history collections for the study of dialect and vice-versa, re-establishing important links between oral history, linguistics and folklore. Many of the social historians who pioneered oral history methodology benefited from a cross-fertilisation of ideas with folklorists and linguists. For example, one of the founders of the modern oral history movement in Britain, George Ewart Evans, pursued an interest in the ‘Chaucerian’ speech patterns of East-Anglian villagers, and in some ways felt more comfortable with the ‘tag’ of folklorist than oral historian. Evans made many BBC radio features about rural life and folkways in collaboration with David Thomson, and, in fact, it was with a tape-recorder on loan from the BBC station in Norwich that Evans made his first recordings: 

The Midget had its own battery-power, which was very important thirty years ago as mains electricity was far from being supplied in all the villages. Yet just as important for me as the recording apparatus that the BBC lent me was the opportunity it gave to get the recorded material on air (Evans 1987: 141). 

It can be noted that the BBC has long played a significant role in this area, having made field recordings of English folklore and folksong since at least 1935 (Gregory 1999/2000). The idea of the inter-relation between oral history, oral tradition, folklore, folk song and dialect in a continuum of vernacular culture was reinforced by the BBC’s collection of all these manifestations of as material for archival preservation and broadcast. This fact and the role of the BBC and its sound archive in shaping both oral history and archival practice in Britain are often overlooked. In this respect the BBC (which began to build up its sound archive in the early 1930s) has played a pioneering role, especially as the collection of oral history material by other large and centralised archives in the UK, such as the Imperial War Museum and the British Library’s National Sound Archive, have been relatively recent developments (of the 1970s and 1980s), whilst federal and state archives in Canada, Australia and the United States have been collecting oral history material as part of their regular programmes since the 1950s (see Thompson 1988; see Mazé 2006). 
The BBC Departments responsible for Sound Archives and Radio Features had always considered the recording and preservation of dialect, folklore and folk music as an important part of their remit. Between 1952 and 1957 the BBC conducted its Folk Music and Dialect Recording Scheme, initially proposed by Brian George and administered by Marie Slocombe, respectively Director and Librarian of the Recorded Programmes Permanent Library (later to be renamed the Sound Archive). Slocombe not only pioneered the preservation of important BBC programme materials but also successfully advocated and pursued an active collection policy. The resulting scheme was a five-year project to record the fast-disappearing folk songs and vernacular speech of the British Isles as an important archive collection (Slocombe 1964), for which the BBC employed the services of Peter Kennedy (from the English Folk Dance and Song Society) and Seamus Ennis (from the Irish Folklore Commission) as fieldworkers, often in collaboration with BBC feature producers such as W. R. Rodgers and David Thomson. Many of these invaluable recordings were incorporated into the series As I Roved Out, the successor to Country Magazine, which began in 1952 and ran until 1958, and which featured folk songs from the likes of Harry Cox, Fred Jordan, Maggie Barry and Frank McPeake amongst many others.​[166]​

The BBC was very quick to recognize the importance of the recording and preservation of folk song, and the Corporation’s activities extended to other fieldwork disciplines. For example, the BBC had planned to broadcast a large-scale survey of English dialect as early as 1939. Ian Cox of the BBC Talks Department corresponded with Harold Orton, then working at the University of Durham, about plans for a 10-part series called The Voice of the People, to be broadcast in October and November of that year.​[167]​ 
This series was to be co-ordinated across the BBC Regional stations, as The Century Speaks would be sixty years later with the BBC Local Radio stations. A programme on each dialect ‘region’ was to be presented by a ‘sympathetic expert’, and recorded examples were to be used as short illustrations in the talks. Recordings were to have been made (with the BBC’s recording van) of speakers selected by each BBC Region, speaking both scripted and unscripted ‘dialogue’. 
The series clearly showed promise, not least because several of the Regional Programme Directors clearly possessed a keen interest and even expertise in the dialects of their region.​[168]​ Unfortunately the advent of the Second World War made the production of the series logistically impossible, but this was not the first of Orton’s associations with the BBC (he had been appointed to the BBC’s Advisory Committee on Spoken English, discussed in Chapter 1.4) and it would not be the last.​[169]​     

The rise of community radio in the UK offers new opportunities to examine the ‘linguistic impact’ (see Everitt 2003) of community broadcasting, and for the preservation of linguistic diversity through the creation of oral archives. There has been a revival of popular interest in local speech patterns and the mapping of dialect and accent. In this context it is crucial that community radio plays a central role, and benefits from the huge boost that Heritage Lottery Funding, in particular, has given to local oral history initiatives across Britain in the past fifteen years or so. Some stations, for example New Style Radio 98.7 FM in Birmingham (henceforth New Style) and Forest of Dean Community Radio, have developed library and archive resources that relate to their spoken word and literature output, linked to local history and heritage projects. Forest of Dean Community Radio, for example, has worked in partnership with the Dean Heritage Centre’s Local History Society to help catalogue and open up access to the station’s sizeable oral history archive (Cochrane, Jeffery et al. 2008: 8, 26).

Some community radio stations in the UK and Ireland have undertaken schools projects in order to involve schoolchildren in the collection of oral history and folklore for broadcast purposes. In 2006 West Limerick 102 devised a pilot project funded by the Heritage Council called Young Heads, Old Shoulders that sought to commemorate and update a project undertaken by the Irish Folklore Commission in collaboration with the Department of Education (in 1937-8), to mobilise schoolchildren across the country in a mass collection of stories, lore and history from their neighbours and relatives. 
This was a period in which the preservation of folklore was recognized by the first Fianna Fáil government as part of the ‘Gaelicization’ policy of the new state, and the schools project was intended to play a role in “rescuing from oblivion the traditions…of the historic Irish nation” (Egan 2004). The original project encouraged children to scribe stories, songs and curses from their elderly relations and family friends, which were then sent to the Folklore Commission. The sixteen schools that took part in Young Heads, Old Shoulders were presented with photocopies of the seventy year-old material, and workshops were held with the schoolchildren, volunteers from the radio station, and with the people from the local community who had participated in the original project when they themselves had been schoolchildren. 
It was left to each school to determine how their workshop would proceed – some involved inter-generational question and answer sessions, some organized concerts, and some incorporated 21st century examples of folklore collection. These workshops were recorded, and a team of volunteers, including volunteers drawn from the catchment areas of the schools, worked to produce a series of 16 radio programmes based on the workshop recordings. The final editing of the resultant programmes was co-ordinated by a station staff-member, and the series was then broadcast on the community radio station West Limerick 102 (CRAOL 2007).

	Wythenshawe FM in South Manchester broadcast a series of five one-hour shows in 2005 to celebrate the 60th anniversary of the end of World War 2, all of which were based on the reminiscences of local residents and veterans. The project, which was funded by the Heritage Lottery Fund’s Home Front Recall programme, began with the interviewing of over 200 residents of Wythenshawe on their experiences of WW2. Some of the interviews were used as inspiration for a play, A Film in Our Own Backyard, written by local writer Jane Barnes. This play was performed by professional actors, and toured around ten Wythenshawe primary schools. Then, after the tour of the play, the schools were revisited, and the children were taught interview techniques with which to interview their families to collect experiences and memories of WW2. Finally, the last programme was based around interviews with local residents, academics and experts, on the subject of what would have happened if the Nazis had won the war. All this material (actuality, radio drama and interviews) was edited together with music from the period to form the five one-hour shows, which were broadcast as part of a WW2 week in August and November 2005 (Brennan and Barnes 2005).

	Two Lochs Radio, based in Gairloch on the West coast of Scotland, has been conducting oral histories in Gaelic and in English to gather memories pertaining to that area, and has interviewed many people who were resident in the Loch Ewe area during the Second World War (Loch Ewe was one of the most important naval bases in the war). These particular interviewees include people who were on active service in the area, or who sailed on the Russian convoys, and local residents, most of whom were children at the time. One oral history interview was recorded with an American who survived a disastrous shipwreck at the mouth of Loch Ewe in 1944. 
Two Lochs Radio has also initiated a project to record interviews with west coast fishermen about their lives, and has broadcast oral histories recorded by the local heritage museum in the 1980s and 1990s. These recordings are generally of poor technical quality, but modern methods have been used to ‘clean up’ some of the recordings, which have then been included in new radio programmes. Two Lochs Radio is licensed as a commercial Independent Local Radio (ILR) station (see below), but, uniquely, it is operated as a not-for-profit company serving the community, and is the smallest ILR station in the UK (Gray 2007). 


5.3	The Preservation of Local and Community Radio

It is often assumed that the BBC has always possessed a monopoly on radio documentaries and features within the UK, but this ceased to be the case withthe arrival of (commercial) Independent Local Radio (ILR) in 1973. Until the 1990 Broadcasting Act, UK commercial radio was highly regulated by the Independent Broadcasting Authority (IBA), which compelled ILR to perform a public service role, despite the sector’s commercial status. In terms of programming, this induced stations to create a range of often excellent and largely forgotten speech programming, including radio drama and documentaries (Street 2007). 
Due to the pace of changes in radio regulation, technology and style, which saw ILR denuded of its public service obligations with the 1990 Broadcasting Act and dominated by large commercial groups such as GCap, Emap and others ever since, this period of commercial speech programming and its historical significance has been obscured. It is symptomatic of this pace of change that the output of the ILR network was not subject to any programme of archival preservation. However, there are a number of notable cases where collections have survived against the odds, often through the personal interventions of ILR staff. One such archive has been the subject of a digitisation and cataloguing project by the Centre for Broadcasting History Research in the Media School at Bournemouth University, in collaboration with the British Universities Film and Video Council. This is the IBA/AIRC ILR Programme Sharing Archive, known as the Felicity Wells Memorial Archive, a collection which is the legacy of the sharing of ‘prestige’ programmes of all kinds and on all sorts of subjects, between stations from the late 1970s until 1990 (Street 2007).

	An example can briefly be cited of a radio feature, featured within the Felicity Wells Memorial Archive, which makes significant use of oral history. Entitled Docklands – Dead or Just Resting, the programme was produced by Peter Brill and broadcast on 25th August 1984. This programme is a particularly good example of the former public service role of ILR, as it was the winning entry of a competition in which radio journalism students took part, in order to have their documentary aired on LBC. The programme expertly interweaves song and speech, in the style of the Radio Ballads, and it manages to combine reminiscences of the ‘lost world’ of the docklands with acute analysis of the contemporary privatisation of the docklands area, from the mouths of the residents themselves:

I used to love the smells in the warehouses…a warehouse full of oranges, spices, vanilla particularly…the sight of the ships going, the tugs, the strange men. The Chinese crews, the Alaskan crews. It was so very strange from the humdrum workaday life of London. There was lots of squalor and dirt and misery, and at the same time, the ships departing, the cargoes and spices from strange lands…a journey was then something to be undertaken…

They deliberately run this place down for an old man’s playground…this is no new thing – they’ve had this in their minds for years…

We’re losing our culture…Dockland people aren’t ignorant, they just haven’t had a chance to be trained and learn new skills… 

I think it’s very sad to see the great port of London, what was once the greatest port in the world, on which the wealth of this nation depended, is reduced to a small container port down at Tillbury. All the work and effort, changes, progress, has been wiped out almost overnight (see Brill 1984).

The existence of radio programmes such as this one from the Felicity Wells Memorial Archive demonstrates that radio features and documentaries (including those which incorporated oral history) were not the exclusive preserve of the BBC. However, it is also important to remember the role that BBC Local Radio has played in encouraging an interest in local history and networking within communities. In his foundational text on oral history The Voice of the Past, Paul Thompson notes the use of “programmes of voices” by local radio stations, “stimulating listeners to send in their own comments and offer to be interviewed in turn” (Thompson 1988: 13). For example, Dennis Stuart of Keele University’s Adult Education Department and Arthur Wood of Radio Stoke-on-Trent produced a popular series of programmes on local Methodist history (Thompson 1988: 192). A masterful eighteen-part series produced by Beth Lloyd (who had been a programme secretary for the BBC Features Department in the 1960s) and broadcast by BBC Radio Jersey in 1988 called Occupation revealed how ordinary people coped with life in (occupied) Jersey during the years 1940-1945, through their own words, and with a bare minimum of narration. 
 
However, it should also be stressed that other organizations outside the BBC have sometimes felt impelled to take the initiative in the preservation of aural history and radio broadcasting output. The heritage and education sectors have often been cognizant of the need to expand the preservation and educational use of broadcasting throughout the whole of the radio landscape in the UK. For example, with the arrival of ILR, the BBC’s claims to represent local broadcasting in the 1970s became increasingly tenuous, and BBC Local Radio was often ignored aside from being “wheeled out to help dress the rhetoric of localism when the occasion demanded” (Lewis and Booth 1989: 90). Concerns were being voiced that “much of the output of local and community radio stations was…being lost, or at best, left to lie around unused” (Murray 1982: 8). 
BBC Radio Solent, in collaboration with the London-based Council for Educational Technology (CET), had set up its own sound archive during the middle 1970s, and in April 1976 a project was launched by BBC Radio Solent and CET to select and circulate broadcast materials for educational use in schools. As a result of this activity, which was subsequently documented in a CET report (Crabb 1978), the Scottish Council for Educational Technology decided to mount a relatively simple project in a suitable area of Scotland to conduct similar work. Discussion with teachers and broadcasters in Orkney suggested that the island, with its distinctive cultural traditions, would provide fertile ground for such a project (Main 1983: 282). The Orkney Sound Archive was founded from this project, in the summer of 1980. The nucleus of this archive was the recorded legacy (over two hundred tapes) of the work of folklorist and broadcaster Ernest Marwick, who had supported the idea of a local sound archive shortly before his tragic death in a road accident in 1977. Over a period of some thirty years Marwick had made more than eight hundred broadcasts, and in his regular work for the BBC he covered topical matters in Orkney, Shetland and Caithness, as well as taking part in national and overseas programmes (Robertson 1991: xvi). The archive to which Marwick was a (more than symbolic) founder and major contributor has since provided a useful resource and repository for the ‘opt-out’ station BBC Radio Orkney (Murray 1982: 54). 
    
As Street recently noted (Street 2007), the arrival of community radio in the UK has presented both huge opportunities and huge challenges for the diffusion and preservation of aural history. In 2004 there were 15 community radio stations operating as part of a pilot programme under OfCom’s remit, sharing the Government’s £500,000 community radio fund as a significant part of their revenue. Now, five years on, there are over 200 (and climbing) stations still sharing the same fund, stations which are not-for-profit organisations with restrictions on the amount of on-air advertising and sponsorship they can carry. Many of these stations are under-funded and heavily reliant on their volunteer bases, struggling to subsist on meagre resources within the context of a media ecology that is heavily biased towards transience and reach and not heritage and localness. 
At the time of writing, shortly after the fifth anniversary of the original legislation that established the sector, there is a great deal of advocacy for the increase of the Community Radio Fund, with a petition to the Prime Minister having received well over 3000 signatures. However, even if the Community Radio Fund were to be increased with immediate effect, it is unlikely that the money will be spent on archival preservation, as other needs are more pressing, especially given the obligation of stations under the terms of their licence agreements to achieve ‘social gain’ (the regeneration of communities). As Street has argued,






Having noted the need for a national archival strategy for community radio, we can now apply some of these observations about the connections between the heritage and education sectors and radio broadcasting through a case study of a multi-cultural community aural history project called Commonwealth FM. Commonwealth FM ran on a RSL (Restricted Service Licence)​[170]​ for 3 years, as an educational outreach facility within the British Empire and Commonwealth Museum in Bristol. It was the first multicultural community radio station to operate in Bristol,​[171]​ and in fact it was the first radio station to operate from inside a museum. A large outreach project had been co-ordinated for the launch of the museum in 2002, and the idea emerged of broadcasting for a month on an RSL to coincide with and widen the reach of this activity. Museum staff (including the Head of the Oral History Archive, Mary Ingoldby) made a bid to the Heritage Lottery Fund, and successfully attained £50,000 in funding for the first RSL. 

Before broadcasting could begin, a radio studio (the ‘Radio Room’) needed to be built inside the museum, and this was funded through separate grants from various trusts. The Radio Room was designed to be used by community and ethnic minority groups with links to the Commonwealth, as an educational space as well as an operational radio station, and it was intended to be used to dismantle barriers to learning for the disadvantaged, including schools, colleges, prison groups, and those with learning difficulties or disabilities, or not engaged in employment, education or training (NEET). Consequently the Radio Room was built to accommodate at least 15 participants at any given time, roughly approximating half a school-class size.​[172]​ The project aimed to use the Radio Room to give the younger participants - through the supervision of professional radio producers - a broad base of skills relating to radio production, as well as an insight into their own cultural heritage. 
 
	In terms of the latter aim, the idea was to use an annual educationally-oriented community radio RSL to form a link between the artefacts (whether physical artefacts or audio documents) of Britain’s past engagement with the nations of the Commonwealth and the present-day experiences and stories of the descendants and diasporas of those nations now living in and around Bristol (Priestman 2004). It was intended that this would occur as a result of volunteers and community groups using the oral history archive (in addition to museum exhibits) as direct inspiration for their creation of radio programmes, or to play and showcase oral history excerpts as part of their shows (Ingoldby 2009). 
In subsequent years this type of archive-based activity decreased, but in some instances volunteers were trained in the use of Mini-Disc recording equipment, to go out into communities and collect testimony and stories, which were then added to the museum’s growing sound archive as ‘history in the making’. For example, on 1st October 2004 a new project was unveiled called “Language and Legacy in Empire”, which sought to examine the ways in which the former empire has influenced the language spoken in the UK in the contemporary era. Funded in this instance by the Calouste Gulbenkian Foundation, the museum worked with the Centre for Employment and Enterprise to collect over 50 interviews with members of Bristol’s Asian, African and Afro-Caribbean communities. Many of these interviews were broadcast on Commonwealth FM. As well as representing a record of the way that the English language has been transformed by empire, the interviews were intended to provide a social document of the experiences of second and third generation immigrants, as contributors reflected on their use of language and experiences of trying to communicate, often in a language that wasn’t their mother tongue (Prudames 2004).


5.4.1	Technology, Oral History and Participation

At the heart of Commonwealth FM’s Radio Room was a computer playout system – to be precise the SS32 system was initially used, a system designed by Scott Studios for use in American commercial radio (and subsequently acquired by Google). The development of community uses of a commercial radio automation system was essential to Commonwealth FM, at a time when open-source solutions were not readily available.​[173]​ As Priestman has observed, Commonwealth FM’s use of an automated system to broadcast oral testimony reasserted the ‘human presence’ of personality, orality and conviviality missing from commercial radio stations that use the same automated system to broadcast a relentless flow of music interspersed with advertising jingles:

[I]ts large database is loaded with a rather different mix of audio than the average Clear Channel station… a mixture of world music from every continent, reminiscences from Britain’s colonial past, selected from the oral history archive and searchable by country and theme, plus packages and programmes made by today’s young people and community groups (Priestman 2004: 86).     

This was cited by Priestman as evidence that “it is not the presence of automated playout technology, in itself, that necessarily leads to a lessening of a station’s sociability: [again] it is the use to which it is put; the intentionality of the producers” (Priestman 2004: 86). This particular use of the automation technology subverted its space-bias, reasserting time-binding sound heritage by transporting the listener across time as well as across space; “the device of radio is used first, to bring selections from these voices of the past into ‘conversation’ with the present and second, to continue to add to that archive by making new radio programmes” (ibid, p. 86). 

As a result of community outreach, groups of children or adults were invited to create simple programmes, using the SS32 system to retrieve audio to mix with their own contemporaneous stories and responses. The vast majority of contributors and programme makers were therefore volunteers and community groups, and the intention was that the potential of oral history drawn from the museum’s archive to stimulate dialogue and debate amongst them would be incorporated from the outset. These aims were not always realized, as I have already suggested, mainly due to the actual logistics of running a radio station, and what can be the time-consuming and problematic process of accessing and utilizing oral history as part of a collaborative process:

[But] actually we didn’t have enough time to do [the oral history concept] justice because we were so busy with the radio station…It would have been great, for example, if we’d had a Somali group listening to people talking about being in the Somaliland in the 1960s, and then doing a show to comment on it. That was the original idea. It was very difficult because you had to introduce people to [the idea of] oral history. I think the other thing was that our oral history was quite controversial because people are talking about empire, and it can’t be taken out of context. You need to be able to contextualize it, and to explain to people the history, what was happening at that time…You had to be very careful that it wasn’t used in the wrong way, that people understood what they were using, what they were listening to (Ingoldby 2009).

The difficulties that Mary Ingoldby describes here might also be attributable to the extensive negotiations that collaborative museum projects often require. Herle has demonstrated (2004) that the need for negotiation can be just as acute within the ‘partnering’ community as between it and the museum. She has described the historical legacy of colonialism as a kind of Pandora’s box which, when opened, can “release into the space of the museum unresolved conflicts or tensions among individuals, families or communities” (Peers and Brown 2004: 158). These need to be addressed in the neutral space of the museum before the project can proceed.
 





5.4.2	Programming: Empire, Free Speech and Traditions


After the first Commonwealth FM RSL, a pattern was set whereby the year-round activity of community and school groups would culminate in the showcasing of the best material during the RSL broadcast. Therefore a ‘stock’ of speech-based material could be stored up on the SS32 hard drive, which was supplemented by the entries (on CD) for the Commonwealth Short Story Competition, run by the Commonwealth Broadcasting Association. A live schedule ran between 7 a.m. and 10 p.m. every day during the RSL, “comprising a varied mix of programmes, oral history clips, world music and recorded links and idents” (Priestman 2004: 87). Even the idents contained oral history excerpts; for example, one African woman reminisced about how she and her neighbours used to travel to school each morning riding elephants. An eclectic mix of world music, including some live performances, dominated the overnight schedule. 

	During the first RSL (in 2002) the Commonwealth FM team decided to focus on at least one ethnic group or country ‘belonging to’ the Commonwealth (there were then 54 countries of the Commonwealth) every day. Every community group (for example, the Sikh, Somali and Bangladeshi groups) would have a representative who would present a show every week or as a one-off, and producers were employed through the Heritage Lottery funding to work with these community groups. Each group had its own agenda and perspective, and they would broadcast (either in English or in their own language) a magazine programme in which speakers would be invited to talk about food, travel or current affairs. As the Bristol Poetry Festival was taking place at this time, poets were also invited in to give readings. 
Commonwealth FM was not yet simulcasting (streaming) on the Internet (this was to happen during the second and third RSLs) but on many occasions Commonwealth FM linked up with a distant station in a Commonwealth country. One such instance - a live ‘link-up’ marking the anniversary of Nigeria’s independence from the UK - exposed some of the difficulties citizens (even those with political power) sometimes experience within post-colonial societies where the kind of free speech exercised on most forms of community radio is inadmissible:

We had somebody who was exiled from Nigeria in the studio talking to a politician there. It was obvious during the interview - live on air – [that] she knew what it was like, why she couldn’t go back there, and the politician was just giving it the spiel. And, as it turned out, suddenly after about 10 minutes the line just went dead. And [after] subsequent research we got hold of him again, and he said; “Well I had someone right next to me, listening to what I was saying and when he didn’t like it he just turned me off”. And that was an eye-opener for us, because we’re used to free speech…I don’t think we censored anyone on Commonwealth FM… (Gibbons, Gibbons and Romaine 2008)

In the case of more conventional RSLs, the station managers have to take an active role in monitoring programming – they have to ensure that free speech is maintained whilst also ensuring that the broadcasting of offensive or controversial material does not take place. As Commonwealth FM was an educational project based in a museum these concerns were in some ways even more paramount, but as on-air discussion took place in up to six different languages (Chinese, Somali, Arabic, Punjabi, Bengali and English), the rigorous monitoring of content was almost impossible (Ingoldby 2009). The station therefore aligned itself with the wider ethos of the museum, which covers maritime, military and technological triumphs but also examines racism, economic exploitation, cultural imperialism and slavery (Mourant 2005), “neither condoning nor condemning the empire but rather presenting a balanced view of the impulses behind empire and the legacy of empire” (Hann 2003: 1).

To achieve this balance, Commonwealth FM frequently broadcast discussions in which diverse or contrasting opinions could be shared, in which current events or ancient traditions could be paid respect, criticised, or sometimes greeted with humour, even within the same programme.​[174]​ For example, a programme called ‘The Fattening Room’ explored the centuries-old rite of passage in many communities in Nigeria’s South-Eastern Cross River, as part of which brides-to-be follow a daily routine of feasting, sleep and inactivity in order to put on weight. In contrast to Western society, a woman’s rotundity there is considered to be a sign of good health, prosperity and allure:

Brides in this country, six months, say, before they get married starve themselves so they can get inside their wedding dress, and look like a size 8 or size 10. But what they do in Nigeria is send them away for three or four weeks before they get married to fatten them up! Elderly matrons tell them to how to cook and serve their husbands and get fat…I think it’s a dying thing now. It stimulated a great debate, we also covered mixed marriages as well as arranged marriages, female circumcision… (Gibbons, Gibbons and Romaine 2008)


5.4.3	‘Steam Radio’: Bridging the Past and the Present


Some of the most stimulating work with school groups occurred when Commonwealth FM became involved in the Texts in Context project (2003-2005), in which archival sources (in facsimile form) from the British Library, the Commonwealth and Empire Museum and three other regional and national museums were situated in different historical, social and cultural contexts, to enable secondary school students to explore how the English language has continually evolved and changed over time. Each school class made two whole day visits to their chosen museum, where activities and research around the texts was undertaken. 
One A2 class working at the Commonwealth FM museum in the ‘Experiences of Empire’ strand made use of the oral history archive to produce a radio programme presented ‘live’ from the 1903 Delhi Durbar. This incorporated interviews with Lord and Lady Curzon, an argument between a colonial hunter and a present day human rights activist, and several mock advertisements for Edwardian products (Hooper-Greenhill, Dodd et al. 2004).

The experiences of the paid producers in enabling the community groups and schoolchildren to create a new kind of programming in which the voices of the past are summoned (through the use of oral history) or imaginatively recreated (through scripting)​[175]​ for educational purposes was a major inspiration for B200fm,​[176]​ which broadcast for two weeks (B200fm shared an RSL with Radio 19, a community radio project targeting areas of social deprivation) in 2005. B200fm (and Radio 19) was created and operated by many of the same team involved in Commonwealth FM, and many of those people then later went on to found, run and manage BCfm, Bristol’s first full-time community radio station, which started broadcasting from the Beacon Centre (the community centre where B200fm had been broadcast from) in 2007.​[177]​ 

B200fm celebrated the bicentennial of the birth of the famous British engineer Isambard Kingdom Brunel, and all programming was created from the perspective of the Victorian era. In other words, it was a ‘virtual’ Victorian radio station, recreating and celebrating that era. Each day of the broadcast milestone events in Brunel’s life were chronicled, such as his meeting Mary Horsley, his marriage, being given the commission to build the suspension bridge, the SS Great Britain, and the Great Western Railway, and so on. With the collaboration of local writers, historians, actors, musicians and school groups, a wide range of bespoke programming was created for the project, including speech, music, features and drama. 
For example, in the style of ‘on the spot’ actuality news reporting, events such as the Bristol Riots in 1831 or the opening of the Great Western Railway line between Bristol and London in 1841 were witnessed and commentated upon as they happened. Modern broadcast formats such as the venture capitalist television programme Dragon’s Den were ‘transported back’ to the Victorian era, so that in one programme Guglielmo Marconi (played by radio practitioner and scholar Chris Priestman) had to pitch his idea of the ‘radio wave signal’ to a panel consisting of historian and television presenter Adam Hart-Davis and the actor and Bristol councillor Simon Cook. A daily news programme presented the exact news from that particular day in history 200 years ago, including the sports results and the weather forecast.


5.4.4	The Relationship between Commonwealth FM and the Museum
	
An interesting paradigm was set up with the decision to house the Commonwealth FM radio station in a museum, suggesting the extension of the museum’s oral history archive to create a kind of local culture of listening, and a communicative feedback loop in which the museum speaks for and to the community, which speaks for and to itself and back to the museum. As we noted in Chapter 1, radio broadcasting has perpetually been utilized or conceptualised as a space-binding and distributive medium, which tends to obscure the relationships and synergies that do or might exist between radio stations and museums or sound archives as repositories of aural culture. Jack Siemering, the creator of National Public Radio’s (NPR’s) All Things Considered believed that public radio itself should be ‘an aural museum’ (quoted in Cohen and Willis 2004: 596). NPR’s StoryCorps, a nationwide oral history collection project in the United States, initiated by radio producer David Isay (see Chapter 4), inspired one respondent to the radio-based electronic journal Transom Review to consider the relationship between radio and libraries:

I am struck by the parallel images of the travelling StoryCorps vehicle and the old fashioned Book Mobile [mobile library]. I see so many connections between public radio and public libraries – all that free information and inspiration for and by the people. I like the idea that the Story Mobile would house a collection of stories as well as the means to record them. I picture various headphone stations where you can listen to randomly playing stories, like overhearing conversations (quoted in Isay 2003).

On a pragmatic level, Commonwealth FM was an ideal tool to publicise the museum to the local community, and to portray it as an interactive and responsive institution. This was especially important given that it has often been deemed ‘politically incorrect’ to support exhibitions on the empire – the subject’s unpopularity, especially in arts and museum circles, has meant the withholding of funding, jeopardising the public presentation of an important part of Britain’s history (Hann 2003). The radio station was able to counter this reluctance to discuss empire by publicising activities at the museum, and attracting a young and ethnically diverse demographic. The station’s activity was contiguous with the use of powerful first-person audio testimony in the museum, which, like the use of the handling collection and tangible artefacts, diverted from the classic model of the static and non-interactive visual exhibition, which has often been seen as problematic by source communities (Hann 2003) due to such things as the use of authoritarian and obtrusive labelling (Silver 1988: 192).​[178]​

The fact that Commonwealth FM was supported by grants meant that the station had no recourse to advertising, which in turn meant that other broadcasters had no qualms about collaborating with Commonwealth FM. For example, when Bristol primary school pupils interviewed older people about their memories of WW2, using training provided by Commonwealth FM, these recordings were gathered as part of the BBC ‘People’s War’ project to gather an archive of World War 2 memories.​[179]​ Despite the success of these ventures, it was retrospectively felt by some of the paid staff at Commonwealth FM that whereas the first RSL was about attracting people to the museum, by the time of the third RSL (in 2004), it became about attracting funds.​[180]​ During the first RSL some of the team had spent an hour of each day walking around the galleries of the museum with a radio microphone talking to visitors and asking them what their favourite object or display was, why they were interested in about the museum, and why they thought it was important. The station had thereby used both the museum’s resources and the museum’s ‘audience’ as subject matter but also functioned as another way of monitoring public interest in and use of the museum.

Ultimately, however, the success of an initiative like Commonwealth FM is hard to assess, except through the sheer volume of volunteers and school groups who became involved in each RSL (there were a hundred volunteers involved in the first RSL, and in subsequent RSLs hundreds of schoolchildren became involved). This difficulty is symptomatic of attempts to measure the popularity, impact and social reach of community radio as a sector, in the sense that practitioners lack the time and funding to carry out audience research themselves, and that audience measurements and even volunteer records are inadequate because they do not provide evidence of the level of community engagement with the station or of the sharing of ‘intangible heritage’. 

Perhaps community radio activists can benefit from the museum sector’s experiences in creating and hosting collaborative exhibits. Community consultants and advisory committees have long been involved in the development of museum exhibits, but collective decision-making across a broader array of integral activities, which are normally controlled by museum professionals with specialized training, requires a much more radical shift within the institution (Peers and Brown 2004: 158). 
This redistribution of authority can be equated with the organizational culture/philosophy of community radio. It can also be likened to the concept of ‘radical trust’ which has emerged in recent years to describe the process by which museums and libraries have utilized online input and feedback generated by the public through blogs, wikis and other examples of social or collaborative Internet resources, especially as a step towards soliciting the help of non-professionals in the curating of exhibits (Chan and Spadccini 2007). Peers and Brown have argued that collaborative exhibits “lead the participants to ask new questions and to identify new kinds of problems; they reorient professional and institutional activities and they change priorities; they stimulate the re-formulation of policies and procedures.” (2004: 167). They call these changes paradigmatic because of their persuasive impact on a comprehensive range of museum practices. Yet, as they acknowledge, there needs to be more evidence of the impact of these exhibits on audiences: 

Museum exhibits do not do their work in a moment, and the creators of exhibits usually find out only years later, if ever, about the new perspectives that were suddenly glimpsed by a local visitor, a tourist, or a school child during a visit to an exhibit (and especially the school child), of the curiosity that was whetted, or of the small epiphanies that were sparked. Yet this accumulation of individual viewer experiences may well, over a long period of time, constitute the most lasting legacy of any exhibit project. Museums pursue collaborative exhibits in the hope of multiplying these small impacts and because of their faith that the directness of voice the exhibits privilege will remove distorting lenses and correct mistranslations, enabling rather than obstructing authentic communication across the boundaries of difference (Peers and Brown, ibid.).

For an example of such a small epiphany, note the following, excerpted from a report, which documents the reaction of a schoolgirl to her involvement with the Commonwealth and Empire Museum as part of the ‘Texts in Context’ project:

While inspiration is not perhaps what might be expected from a collection of artefacts related to the slave trade, when asked if she had been inspired by her experience, one 14-year old girl from St Thomas More School in Bristol thought for a moment and then replied: “If I wasn’t gonna try before, I would try now, because the sort of people who don’t believe in Black people, I would just try to show them…It inspired me in a different way that I haven’t been inspired before. It makes you feel that learning, pushing yourself, is actually worth something. Sometimes you think what’s the point, but if you went to the museum, you think well it is actually worth something, that pride and dignity that they took away from the slaves it’s worth giving it back to them.” (Hooper-Greenhill, Dodd et al. 2004: 29).


5.5	The Philosophy, Funding and Social Gain of Community Radio

This notion of paradigmatic change within an organisation highlights the importance of a normative theory of community radio appropriate to its participatory ethos, and the multi-flow, rather than unidirectional, flow of communication that constitutes its organisational philosophy (see Day 2009). The idea of multi-flow communication – a term derived from Enzensberger (1970/1976) - here refers to cultures of communication and collaboration that can be jointly nurtured within radio stations and within/across the communities they represent, whose ownership of the stations is more than symbolic. Community radio attempts to dismantle the barriers that have traditionally separated broadcaster and listener or manager and volunteer, in order to increase the participation of communities in all levels of station activity, including programme presenting; production and planning; scheduling; management; fundraising; and community outreach work. The chairperson of community radio station North East Access Radio (NEAR) in Dublin has explained the resulting difference between the programming of community and mainstream media in the following terms:

Community radio has more freedom to do things that public service broadcasters can’t and I think that print media doesn’t want to do. I think community radio has a unique ability or facility and flexibility to do things in programming terms that none of the other media have or want to do. And I think that’s the challenge to us to rise to that, to experiment with the medium (quoted in Day 2009: 95).

I would like to argue that, in experimenting with the medium, the UK community radio sector could benefit in particular from the example of the Challenge for Change (see Chapter 4) project (and the Fogo Process), as well as ‘home-grown’ initiatives like the (national) MMB and (the local or metropolitan) Commonwealth FM. As Lewis has noted (Lewis 2008), Challenge for Change was a pioneering project that preceded the theoretical or regulatory existence of community media in Canada, and had a significant influence on community media developments in Europe. It influenced the Canadian regulator, the Canadian Radio, Television and Telecommunications Commission (CRTC), to distinguish “community programming” – the involvement of the community in ownership and production – from “local programming” in which professionals are put in charge of interpreting local needs, and it helped to oblige cable companies to carry community channels (Lewis 2008: 11). Lewis and Scifo have proposed that the inter-departmental financing of Challenge for Change by the Canadian Federal government (see Chapter 3.7) represents a financial model which the British Government should emulate or adopt in supporting the community radio sector in the UK (Lewis and Scifo 2008). According to this argument, as community radio is delivering social gain in a number of areas of social policy that correspond to governmental concerns, it is imperative that other departments of central government, beside the Department of Culture, Media and Sport (DCMS), should contribute funding.​[181]​ This was highlighted in a letter to the Guardian written by a variety of community media experts and printed on 26th September 2007:

London Metropolitan University’s Finding and Funding Voices colloquium last week heard evidence from across Europe of the contribution community media is making to social inclusion, community engagement and regeneration. Our own experience confirms that, especially among disaffected young people – from both native and minority communities – involvement in programme-making brings important gains in self- and peer-esteem, as well as highly transferable digital and communication skills…Yet the UK’s community radio sector is running on empty, because there is not the understanding at the highest levels of what this local form of public-service broadcasting involves, nor the political will to place it within agendas dealing with housing, health, crime prevention, employment, education, regeneration and community development – the very areas in which community media have a proven record (Lewis, Devereux et al. 2007).

The community radio sector in the UK could also benefit from using Challenge for Change/The Fogo Process as a model of best practice in terms of programming, and the capture of actuality for both current social gain and future social history. There is not necessarily a contradiction between the ‘present-tense’ focus and remedial impetus of participatory media activism (as in the Fogo Process) and the life-history documentation involved in oral history, as both activities are concerned with social change as much as with ‘end product’. Memory is mutable and contingent in adapting to the needs of the community, and is therefore engaged as much with the present as with the past interests of a group or community. Conversely, the Fogo Island films are now valuable documents of social history, despite the fact that they were made at a specific time, for an instrumental, rather than merely documentary purpose.​[182]​ 
Oral history as a movement seeks to uncover and circulate the ‘hidden’ voices of those people who have been excluded from the historical record, and who lack opportunities to make their voices heard. These are the same kinds of people that community radio stations seek to enfranchise – the underprivileged and marginalized in society, the minorities who are neglected by the existing provision of mainstream media content.​[183]​ Although most of the MMB project staff (based at BBC Local Radio stations) were acutely aware of the need to “collect interviews beyond their own audiences” and made efforts to target hard-to-reach groups (Perks 2001: 99), no radio sector can achieve this to the extent that community radio can. It is within the terms of each community radio station’s mandate and licence obligations to maximize appropriateness, inclusion and empowerment for geographical or epistemic communities, and this may include, for example, ethnic minorities, the unemployed, the disabled and the homeless.
  
Especially given the unprecedented and unpredictable economic ‘downturn’ at the time of writing, the community radio sector is looking for sustainability, in the form of new sources of funding; new partners; new forms of programming; and new approaches to achieving social gain. It is the contention of this thesis that the likelihood of achieving social gain would be significantly improved by a greater degree of networking and collaboration with community development​[184]​ and community history activists. Conducive to such networking is the fact that community radio stations are dispersed across the country and implanted within social networks in geographical communities, or communities of interest. The organisational form of community radio, in which the barriers between broadcaster and audience are broken down, has affinities with the co-operative enterprise (‘shared authority’) of oral history and community development. 
Due to the community radio sector’s current ‘funding crisis’ (Buckley 2009), practitioners and advocates are motivated to discuss this immediate issue rather than programming, and it is often the case that an exploration of community broadcasting’s social and cultural benefits has to be made secondary to the primary needs to advocate for changes in funding or licensing, and justify community radio in economic terms (Foxwell 2001). However, recent audience studies of community broadcasting have provided useful evidence of the economic and cultural indicators of the sector’s success (for example, Meadows, Forde et al. 2007), and I would like to argue that the discussion of programming does not necessarily have to be made ancillary. For instance, the influence of Challenge for Change on the community radio sector could and should encompass the incorporation of the collaborative documentary work involved in the Fogo Process as well as the methods and mechanisms of funding. The Fogo Process has already inspired the BBC’s Open Door series (which began in 1973), in which community groups were given the resources to create their own television programming, and Open Door in turn inspired a Canadian equivalent called Access (McLeod 2007).




The application of oral testimonies in community radio programme production can be seen as particularly appropriate, given that community radio stations naturally have an obligation to produce programming of local interest and relevance to their community. Oral history volunteers active in their locality may find that their local station is enthusiastic about developing programmes that beam a community’s history back into that community (Dunaway 1984). Oral historians are no longer solely concerned with the archival preservation of recordings for popular publishing or academic research, but are instead increasingly focussing on how they can be incorporated into exhibitions, Internet resources, and broadcasting. Oral history when broadcast may act a stimulus for dialogue and further participation, raising awareness of cultural heritage and promoting regeneration by enabling a community to speak to itself as well as for itself and about itself. Community radio may thus represent the most appropriate and cost-productive forum for the dissemination of recorded oral history today. Community radio stations can benefit greatly from their initiation of or collaboration in local oral history projects - their small scale, geographically diffuse nature and integration within social networks can facilitate teamwork with heritage sector workers, educationalists, artists, oral historians and local history groups, cultural organizations, and academics.	
Such a model of collaboration can be found in Connecting Histories, a recent ‘partnership project’ involving Birmingham City Archives, the Universities of Birmingham and Warwick and the “Black Pasts, Birmingham Futures” group, which began in February 2005 and ended in July 2007. It aimed to uncover and explore the diverse historical experiences of ethnic communities in the West Midlands in the 20th century, which have previously remained ‘hidden’ in archival collections, including photographic, paper and sound documents. Like Commonwealth FM, the project’s aim has been to open up access to these collections to latter-day communities so that connections can be made between the past and present, thereby promoting debate on shared identity and common heritage,​[186]​ and encouraging the initiation of oral history projects.
One archive that has been made use of in this way in Connecting Histories is the Charles Parker Archive. Charles Parker was a BBC Features Producer for the Midlands Region, and he is best known as co-creator (with Ewan MacColl and Peggy Seeger) of the renowned Radio Ballads series, as discussed in Chapter 4. A pioneer of radio broadcasting and oral history, he was a passionate believer in the value of the testimony of working people, and the creative importance of the oral tradition. In his work he gave voice to a range of remarkable individuals and social and cultural groups otherwise excluded from the historical record, recording folksingers, Welsh miners, Irish labourers, gypsies, Chinese workers, people with hearing and visual impairment, Asian teenagers, and other minorities, many in the West Midlands area. When he died in 1980, Charles Parker left behind a massive archive of sound recordings, production books, papers and correspondence which was subsequently deposited at Birmingham Central Library, where it is administered by a Trust, and made accessible to a wide variety of researchers.  

One of the main achievements of the Connecting Histories project has been to preserve some 3000 recordings from the Charles Parker Archive, and to make them accessible through digitisation and cataloguing. Alongside the digitisation and cataloguing process, the project’s community outreach workers have used programme materials in educational and outreach work with community groups, as stimulus for discussion within a community, and as a ‘launching board’ for community artists, oral historians, storytellers, film-makers and theatre groups. For example, Connecting Histories has worked with a group of young Bangladeshi people in Aston who incorporated the interview recordings Parker made for his programmes Asian Teenager (1968) and Under the Apple Tree (1970) into a theatre project exploring their own histories and identities as young Asians. Workshops in schools have involved playback of recordings in order to provoke discussion amongst children of diverse backgrounds on popular culture and issues of discrimination and race. 
Schools workshops have also inspired new artistic work by schoolchildren. For example, Connecting Histories learning and outreach officers Nikki Thorpe and Izzy Mohammed initiated the Urban Voices oral history project with Holy Trinity School in the Small Heath district of Birmingham. They worked intensively over several weeks with groups of young people across the school, using oral history to track changes in the local community and in experiences of schooling since the 1950s. Their starting point was a series of interviews Charles Parker made with Charlie Burke (a BBC engineer who was a Birmingham native and dialect speaker). These recordings gave them an understanding of interviewing practice, and allowed them to formulate questions and think about the subjects they wanted to cover in their own oral history recordings. Then they listened to the Radio Ballads On The Edge and The Fight Game (both 1963) as potential models for their own project, which used a range of sources to create a multimedia showcase of music, the spoken word, sound effects and images (Roberts 2008). 
As someone who was passionate about education (both as a broadcaster and lecturer) and a pioneer of multimedia theatre (Watt 2003), Parker would undoubtedly have approved of this use of his recorded materials. Given the fact that radio has traditionally been thought of as an ephemeral medium, and hence not preserved, this aspect of the Connecting Histories project indicates several very important precedents. Firstly, it is laudable that Charles Parker left behind so many high-quality recordings of interviews and radio broadcasts for posterity. Secondly, it is laudable that those recordings have been used by Connecting Histories in outreach work, rather than solely existing as an archival collection. 
In Chapters 2 we witnessed the liberating effect of the use of the tape recorder in radio broadcasting to free programming from the confines of script and studio. In Chapter 4 we witnessed the way in which tape editing could represent a reinstatement, rather than a relinquishing, of the editorial control represented by scripting. In this chapter we can observe that the way in which Connecting Histories has made use of the original interviews Parker made during the production of the Radio Ballads in this kind of community outreach work represents a ‘second wave’ of liberation. The unmitigated oral history has been digitized, catalogued and brought out of the archive to be engaged with and utilized by the contemporary descendents or equivalents of the cultural minorities that Parker originally recorded (the ‘originating constituency’), obviating the mediation and editorial control of a broadcaster or broadcasting institution. 


5.7	Community: A Contested Term

Having cited some examples of best practice in community collaboration, the broadcasting and circulation of oral history, and the soliciting of self-representation from communities, we can now begin to conclude the thesis by interrogating the very concept of ‘community’ as it has been applied to radio in the industrialized West. As Lewis has observed, the term ‘community’ has been an ambiguous prefix and a slippery concept, which mainstream broadcasters have often appropriated:

For them, community has nostalgic and respectable connotations, reproducing at the local level the same claim for a consensus as does ‘nation’ on a larger scale, and conveniently assuming an equation between community and the geographical coverage area of broadcast transmission (Lewis 1984: 139). 

As Lewis goes on to note, this may instead represent the ‘public relations’ version of community against which Raymond Williams warned, in which community stations are “mere fronts for irresponsible networks whose real centres of power lie elsewhere” (Williams 1990: 149). As Lewis and Booth have observed,

Commercial concerns can to a greater or lesser extent ignore or circumvent regulations designed to ensure local origination, whilst the community lobby does not. The result has been that the restrictions of localism apply at an ideological rather than at a commercial level. A commitment to serve the whole audience in the public service tradition leads to fragmentation in programming and audience terms and is probably economically difficult, but as we have seen most Western community radio thinking remains firmly rooted in the public service tradition. For financial and ideological reasons, then, community activists work within the limitations of localism, whilst commercial companies form regional or national links which economise on sales and programming while they continue to lobby for changes in the structure to give them more commercial freedom (Lewis and Booth 1989: 188-189).

In a broader context, whereas the process of globalization has operated in favour of an increasingly accentuated economic concentration, the legitimacy of all forms of power emanating from the centre is being increasingly called into question. In this context, decentralization has become a major necessity for the centres of power to recover this lost legitimacy (Mattelart and Piemme 1984: 220). Whereas community radio in the industrialized West had its origins in a particular moment of history (the 1960s), a “confident stage of capitalism when then the state could afford to tolerate and contain decentralized initiatives” (Lewis 1984: 140), it is arguable that alternative and community media activists now operate within the context of an insecure stage of capitalism in the industrialized West (in the 21st Century). In an era of social dislocation and unprecedented economic change, there is a popular impetus for belonging, cultural familiarity and community. Increasing pressure from various sectors and groups for various forms of decentralization is being reflected in governmental rhetoric in the UK.

It is important, therefore, to clearly distinguish the movement towards decentralization, when it looms to consolidate a faltering, centralized power, from an idea of decentralization as a constituent element of popular hegemony. For this reason, demands for the return to the “local”, the renaissance of “popular culture”, and the celebration of “closeness” cannot automatically be seen as progressive struggles (Mattelart and Piemme 1984: 221). 

This distinction can be observed throughout Lewis and Booth’s The Invisible Medium: Public, Commercial and Community Radio (1989); for example, when they observe that BBC Local Radio was introduced at a particular time (1967) when a climate of political decentralization was conveniently harnessed to a shortage of frequencies to create a local radio network with a commitment to serve the whole audience in a locality rather than different interests within it (Lewis and Booth 1989: 95). This expedience is what Mattelart and Piemme criticise as the juridico-political and doctrinaire foundation of [the] public service, which has little relation to the actual plurality of the groups making up civil society (Mattelart and Piemme 1984: 221).

	Despite the evidence of recognition and plurality of representation that we detected in the broadcast output of the BBC Regions in Chapter 2 (Sam Hanna Bell and Denis Mitchell’s work in giving voice to underprivileged but articulate people), we must note that such work was the exception rather than the rule. Reith had never intended the BBC to foster provincial culture or ‘give voice to the voiceless’; he jettisoned the BBC’s original local (metropolitan) network, and approved elements of the plan (put forward by P.P. Eckersley) for a Regional service solely to provide an alternate choice of listening (Briggs 1979; Crisell 1997: 25; Russell 2004: 135-137). Reith’s Arnoldian philosophy was that the BBC should provide ‘the best that has been thought and said in the world’, and in many ways this was akin to the invention of ‘fine arts’ in the middle of the nineteenth century; an attempt to take the pleasures of one community – those who formed the governing classes – and to present it as a universal criterion for civilization (Kelly 1985).  
Consequently demotic and radical ‘strokes of inspiration’ from the peripheries of the BBC’s network were tolerated rather than held up as a more accurate portraiture of the cultural pluralism of its audience. However, it was common knowledge that “at the edge of the BBC’s empire there was less distance between producers and listeners” (Lewis and Booth 1989: 64). Several Regional Programme Heads in the post-war (and post-Reith) era believed the use of on-location actuality to reach and reflect Britain’s communities in sound was an unanticipated and unwritten but nonetheless ‘enshrined’ element of the BBC Charter (Beadle 1951, see Chapter 2). However this often tended to be true as far as the antiquarian concern to preserve dialect, folk song and customs as forms of ‘folk art’ was concerned, and not so much as a way of bringing broadcasters and listeners closer to the human life-world at a community level, with its range of constituent opinions, experiences and memories. 
	Nevertheless the latter did happen occasionally, and during the 1950s and 1960s much of the best radio documentary work emerged from the government-sponsored British and Canadian systems, which funded radio sufficiently to allow producers to create ambitious programming, and to develop a style of production or a sound (as with the Radio Ballads). (For a Canadian equivalent, see Appendix C for the CBC work of Imbert Orchard). Certain uses of mobile recording in the BBC Regions did bring listeners into living contact with each other, and served to individualize, amplify and shape regional culture. 
Now there is a third-tier of community radio in the UK, which has come to serve the same role. It is community radio that can truly achieve this proximity because it gives people rights of access “not just to cultural outputs, but to the means of cultural input” (Kelly 1985), thereby representing a decentralization of the means of cultural production. To some the sector represents a decentralized proliferation of localised public service broadcasting, correcting the centre-periphery relation and single-minded emphasis on outputs that has often tended to characterize the BBC’s definition of public service. 

‘The dream deferred’ of community radio in the UK has become a reality only after 30 years of tireless campaigning and advocacy for a third-tier of radio that was more open, personal and participatory than ‘mainstream media’. After decades of experiments aborted and hopes vanquished by the machinations of both Conservative and Labour Governments, community radio eventually gained recognition in policymaking and regulation circles in the context of a wider set of social policies instituted by New Labour, and thus the election of New Labour has been seen as a crucial element in the introduction of community radio in Britain (Scifo, forthcoming). Due to this history of activism and the late arrival of the UK on the community radio scene, there has thus developed a certain tension and discrepancy between the long-standing influence of the European or international movement on UK activists (with its emphasis on self-management or development) and the actual foundation of community radio in the UK as a result of a certain degree of accommodation with New Labour’s top-down and centralised socio-political agenda. 
	
To explain and explore this point, we can analyse the way in which New Labour has exploited the concept of community. As Stuart Hall argued in 2003, rather than representing a Third Way, the New Labour project continued where ‘Thatcherism’ had left off, subsuming social democracy within the dominant ideological strand of neo-liberalism (Hall 2003). The notion of ‘community’ has been central to this project, synonymous with the promotion of competition between service providers, and couched in the rhetoric of “community participation, partnership working, strengthening social capital, capacity-building and empowerment” (Mayo 2006: 392-3). Mayo has coined this trend “community as policy”, portraying New Labour’s use of ‘community’ as a component of various citizenship and empowerment initiatives to sanction the colonization of the public sphere by the private sphere.​[187]​ 
Community radio can provide ‘service delivery’; what the sector can uniquely offer can easily be incorporated into forms of ‘survival education’ such as job readiness training programmes and literacy programmes. In this manner community radio blurs the boundaries between ‘pure’ welfare reforms and recreational and social opportunities (Van Der Veen 2003: 580). However, this can only occur on a long-term basis when the sector’s sustainability is ensured, and it may set a dangerous precedent, if there is nothing within a community radio station’s news and current affairs coverage to help listeners understand and question the context in which cuts are made by government to those areas of social policy in which community radio is expected to make a significant contribution (see the argument about Social Action Broadcasting in Lewis and Booth 1989: 104).​[188]​


5.8	Conclusion: Communication as Ritual

In concluding, we can draw together some of the themes of the thesis by suggesting that the examples cited within this thesis of the convergence of oral history and radio broadcasting occurs most successfully when ‘vernacular authority’ is not negated by ‘institutional authority’. In Chapter 3 we discussed the way in which the histories of popular Newfoundland radio programmes such as The Gerald S. Doyle Bulletin and The Fisheries Broadcast can be characterized by the clash between the institutional protocols of the broadcaster and the vernacular input of the audience. The vernacular often emerges only through institutional mechanisms – alternative voices do not emerge untouched by their means of production, and instead represent evidence of ‘hybrid’ amalgamations of vernacular and institutional expression (as were the humorous or folkloric messages delivered by the Gerald S. Doyle News Bulletin). As public folklorist and broadcaster Nicholas R. Spitzer has noted,

When I produce Radio Smithsonian programs on folklife, I am bounded by a twenty-eight-minute format, a five-day production schedule, and a gestalt that suggests a style of radio that is neither community oriented nor fully ethnographic. Yet I am able to place folk expression and cultural issues into a series with a regular [National Public Radio] audience accustomed to the Smithsonian’s more generally recognized and legitimated museum work with popular and high culture (Spitzer 1992: 87).

To further explore the theme of the hybrid (vernacular/institutional) nature of radio programming (beyond the particular demographic Spitzer refers to), we can briefly discuss the phone-in ‘genre’, which approximates to informal everyday conversation, but is circumscribed as an ‘institutional’ form of verbal interaction. The radio phone-in appears to create interactive, intimate and informal relations, yet it is limited as an oral and bilateral forum due to the principles of ‘gate-keeping’ to which it is subject.​[189]​ 
As Dagron has observed, such access ‘slots’ are often merely cathartic; they are unthreatening to mainstream media and consolidate the (often false) public image of a broadcasting organisation as democratic and pluralistic (Dagron 2004). However, we should be careful not to assume that all radio phone-in programming provides merely the pretence of access, especially given the Newfoundland (public service radio) example of the Fisheries Broadcast in Chapter 3.3. 
Recent research by Podber (Podber 2009) suggests that the use of community radio phone-in forums by Indigenous and Aboriginal people in Australia is often characterised by spontaneity, informality and a blurring of distinctions between the voice of the presenter/gatekeeper and that of the caller/participant. One of his informants, an Aboriginal presenter of a phone-in show, explained how those people who lacked the confidence to participate were represented in the proxy form (as in Newfoundland’s Gerald S. Doyle Bulletin) of messages or ‘shout-outs’:

[Callers] really enjoy making the regular shout-outs…[when] people are too shy to do that, we would take their names….People have got a voice, if they want to use it…And if people want us to use their voice we’ll do it (quoted in Podber 2009).  

Podber’s evidence suggests “that the interrelationship of oral tradition and technology has revolutionary potential for social change in Aboriginal communities involved in the creation of community radio” (Podber 2009), as these communities develop methods to combat the non-interactive qualities of the broadcast medium.

Such evidence allows us to gauge how audibly the vernacular can be heard in the institutional context into which it is sublimated (Howard 2008: 205), and to what degree it is subject to and silenced by the machinations of the dominant institution. Howard has identified institutional authority with what Bahktin called the “centripetal force” of monologic discourse (ibid, p. 205) - we can recognize this ‘centripetal force’ as characterizing the early BBC, as it is depicted in Chapter 1. By contrast, the vernacular renders itself meaningful by enacting “centrifugal force”, emphasizing alternatives to the single authority of an institution, opening authority to the heteroglossia of the community (this would apply, for example, to pioneering work within the BBC Regions, as discussed in Chapters 1 and 2, or paradigmatic changes which occur due to a museum’s work with community partners in a collaborative exhibition, as discussed earlier in this chapter).

Claims at institutional authority press discourse inward toward a single central authorizing agent. In so doing, they limit the heteroglossia characteristic of more dialogic discourse by either assimilating the vernacular into the institutional (as in an official “folk museum”) or by enacting the institutional as superior to the vernacular (as in “great art”…) (Howard 2008: 205-206). 

We might apply this theoretical framework to the governmental funding of community radio in the UK as discussed earlier, bearing in mind Innis’ research on the formation of institutions or monopolies (‘the central authorizing agent’), which are accompanied by the emergence of “territorial dependencies” and countervailing forces, creating a shifting balance between centralization and decentralization (Berland 1997: 65). 
We may thus be able to negotiate the seemingly intractable opposition between the arguments that a) too great a reliance on government funding may compromise the independence of the sector and b) that the sector has consistently demonstrated its ability to deliver a responsive and localised form of public service broadcasting, and that this should therefore be recognized in terms of adequate governmental funding. Perhaps in assessing the UK community radio sector’s place within New Labour’s ‘community as policy’ framework we can suggest that the existing sector is a hybrid of localized public service and ‘alternative’ community radio broadcasting. 
This hybrid identity is more than merely a reflection of the disparities between rural, older and more ‘traditional’ audiences and the younger ethnically and culturally diverse audiences in urban areas. Community radio programming also often reflects more broadly the merging of the commercial or institutional (slick styles of programming which often sound akin to commercial radio but which are, in fact, predicated upon a governmental concern with welfare reform) and the vernacular (the raw voices of the phone-in or oral history interview, which are not an end in themselves but are symptomatic of the aim to provide non-formal life-long education and community inputs at some or all levels). Those who possess ‘vernacular’ (McLaughlin: 1996) knowledge of community radio work to construct vernacular or situated knowledge systems that operate in dialogue with ‘official’ discourses and stipulations (i.e. relating to regulation and licensing) to enact ‘centripetal force’ and open authority to the heteroglossia of the community.

I hope to have offered some possibilities for future research, in the form of this chapter’s case studies, and the different ways of conceptualising the present state and possible future direction of community radio in the UK in this and the previous section. We can now continue to place community radio within the foregoing theoretical structure, and conclude by attempting to address and resolve research questions that have been raised in the course of this thesis. Doing so will allow us to begin to use community media “as a lens to investigate the profound yet enigmatic relationship between communication, culture, and community” (Howley 2002), an approach I have used in previous chapters, to create a social or cultural history of the community uses of regional radio broadcasting in post-war Britain and in Newfoundland.
 
In order to return to and develop the theoretical issues raised in Chapter 1, surrounding Innis’ notion of the space- and time-bias of communications media, we can apply James W. Carey’s ‘cultural approach to communication’ (1988). Building on Innis’ theories, Carey posited two complementary modes of, or metaphors for, communication - communication as transmission and as ritual (the latter mode was discussed in relation to reception studies in Chapter 3.1). The transmission mode, which is the more common mode, conceives of communication as the distribution of messages in a spatial dimension for the purposes of control (over distance and people).​[190]​ It has the aim of influencing the thoughts and actions of others, which means that it involves a disproportionate relationship of power between sender and receivers, and an uneven distribution of communicative entitlement.
Communication as ritual, by contrast, is concerned not with the exertion of influence, but the construction and maintenance of a shared and meaningful cultural realm across the dimension of time. According to this model, the act of communication is not a transmission of information from one person to others, but a sharing of a ‘text’ around which a community gathers. This model draws upon the ancient identity and roots of the terms ‘commonness’, ‘communion’, ‘community’, and ‘communication’ (Carey 1988: 18). The model of communication as ritual is, to some extent, equivalent to ‘time-binding’ communication, as opposed to the space-biased form of modern communications, in which “individuals were linked into larger units of social organization without the necessity of appealing to them through local and proximate structures” (Carey 1988: 156). 

Clearly, community media offers resistance to the transmission model by providing proximate structures of local and minority access to the means of broadcasting, in an open or implied criticism of mainstream media (Lewis and Booth 1989) and minority ownership of communication systems. Perhaps, then, the notion of ‘communication as ritual’ could prove to be a useful tool in theorizing and conceptualizing community media, especially as this negates the problem of community media’s negatively defined character (as alternative, non-profit, non-commercial and so on). To this end, given that Innis created a uniquely non-Marxist dialectical materialist methodology in exploring the impact of communications media, perhaps an Innisian perspective is a valuable complement to a political economy perspective on community media.​[191]​ As Raymond Williams has argued in a tone strongly reminiscent of Innis, any real theory of communication is a theory of community, whereas the techniques of mass communication are characterized by a lack of community:

[The answer] lies…in adopting a different attitude to transmission, one which will ensure that its origins are genuinely multiple, that all the sources have access to the common channels. This is not possible until it is realized that a transmission is always an offering, and that this fact must determine its mood: it is not an attempt to dominate, but to communicate, to achieve reception and response (Williams 1961: 304).

By embracing the notion of communication as an effort to share and celebrate local cultural forms and expressions, rather than an attempt to command and dominate (Howley 2002), community media can be characterised by its adherence to the model of communication as ritual. According to the logic of Innis’ original theory, the growth of decentralized community media would therefore involve a reassertion of local space-time within a given media ecology. As Martin-Barbero has observed, 

[F]aced with an elite which inhabits an atemporal space of global networks and flows, the majority in our countries still inhabit the local space-time of their cultures, and faced by the logic of global power, they themselves take refuge in the logic of communal power…the contradictory movement of globalization and the fragmentation of culture simultaneously involves the revitalization and worldwide extension of the local (2002: 236).

Community radio exemplifies the values of “communal power” and the “knowable community”, partly as a critical response to the (space-binding) delocalizing forces of global corporate and media power (Myles 2000; Coyer 2006). The disavowal of the distinction between producer and consumer (speaker and listener) which Brecht, Benjamin and Enzensberger called for, cannot always be achieved or reproduced by community media, but nevertheless it is intrinsic to community media’s mission to promote volunteer participation and self-management (see Day 2003).​[192]​ 
It is also a defining characteristic of the oral tradition, which Innis firmly believed created a fertile climate for democracy. In this way the notions of dispersed cultural production and blurred boundaries between producers and consumers are nothing new. Correspondence between folk culture and digital culture, for example, is important; not least because it counters the ‘short-sighted’ view that oral tradition has or will be wiped out by the computer society (Campanelli 2008). Internet-era concepts can readily be applied to more ‘traditional’ resources or networking activities with which they would not normally be associated; for example, oral history can be regarded as a vital and accessible ‘open source’ (Medosch 2009) (open source most simply refers to any software whose source code is made available for use, modification, and circulation by users or other developers). Similarly, the attitudes shared by contemporary proponents of ‘open source’ (software and applications) are somewhat reminiscent of Innis’ belief in the radical dimension of oral tradition; that it emphasises reciprocity and, in its exponential diffusion, adaptation and re-circulation, defies the control of the state or commerce (and therefore counters the emergence and consolidation of monopolies of knowledge) (Carey 1988: 166).
	
The links between the modern, decentralized networks of Internet culture and the “network of personal loyalties which oral cultures favor as matrices of communication and as principles of social unity” (Ong, quoted in Rose 2001: 25) are clear. Yet we should be aware of the danger of ‘fetishizing’ either technology or orality (this was an underlying preoccupation of Chapter 4). This thesis has uncovered the historical incidence of the ‘passive’ orality of radio being galvanized and activated through the participation of radio listeners in the ‘proxy’ form of messages conveyed in a wide variety of oral and literate media, such as letters, telegraph messages, magnetic tape recordings, telephone calls (and now e-mails, texts and so on). The early BBC was critiqued in Chapter 1 as a print-based institution that used compulsory scripting and RP to enforce barriers between broadcasters and listeners; yet we have witnessed the use of literate media (letters and telegrams) in Newfoundland to create flexible and participatory forms of radio programming. Therefore, perhaps we should be careful not to understate or overstate the importance of voice or technology, or to overlook the intentionality of broadcasting personnel and the active role of the audience.

This brings us back to the research question - is the democratization of radio possible through the incorporation of citizen participation (the transmission of messages through technological means within radio production), or is it only possible through changing the medium itself through citizen participation in democratic structures of production, management and ownership? My answer, based on the evidence of the thesis, would be that the democratization of radio can occur through both means, but that they represent different levels of participation, and that citizen participation will always be curbed and constrained unless communication and organization are allowed to produce and enact each other.
 
The key point here relates to the distinction between access and participation in community media (Berrigan 1977; Lewis and Booth 1989; Hochheimer 1993; Barlow 2002); access can be divided into two levels – choice and feedback – which consist of interaction between producers and receivers through regular feedback systems, including participation by the (actual or erstwhile) audience members during programme production or transmission and in the form of a ‘right to reply’. Participation refers to higher levels of production, decision-making, and planning in which citizens can involve themselves, such as management, administration and fund-raising. 
We can conceptualise this distinction between access and participation as a distinction between feedback and reciprocity. As Franklin (1999: 42-43) has noted with reference to communications technologies, feedback is a particular technique of systems adjustment which exists within a given design. It can improve performance, but it cannot alter this design. Reciprocity, on the other hand, is ‘situationally based’ - it involves responses to a given situation that may lead directly to paradigmatic changes in design. Day’s study of community radio in Ireland, for example, has demonstrated that changes in an organization can occur because “the values and attitudes of those involved are being shaped while they are participating”; each station in her study was found to have altered its management structure as a result of the experience of being on-air (Day 2009: 132), and this is a very common phenomenon in community media.
 
The technical devices and structures of communications technology have traditionally tended to reduce or eliminate reciprocity, the interactive ‘give and take’ that takes place in face-to-face discussion or transaction. Mass media are typically defined as unidirectional and impersonal communications emerging from a central source to a dispersed and often powerless audience, in contrast to interpersonal communication, which is characterized by two-way face-to-face communication by co-present actors (see Appendix D) (Purcell 1997: 101). As Kristen Purcell has observed, these are unquestionably useful heuristic tools, providing an analytical framework by which communication in many settings can be conceptualized; “yet their conceptual ability is undermined by the tendency to historicize the ideal type relationship” (Purcell, ibid.). Mass media and interpersonal communication need, then, to be removed from a linear historical context, and placed in a continuum or a dialectical framework. The opposing categories which have been discussed throughout this thesis – time and space; orality and literacy; folklore and popular culture; ritual and transmission; the vernacular and the institutional; interpersonal communication and mass media - challenge and transform one another in an uneven and evolutionary development, the resulting tensions producing new, composite forms of interaction or syncretism (Purcell 1997: 102). 

Berland, in discussing the use of actuality and soundscapes in public radio news and documentaries, has asserted that the question of whether this convention of replicating ‘real space’ in sound has arisen in praise of technology or human presence, culture or nature, misses the point; in this technologically mediated soundscape these pairings are inseparable (Berland 1988). As Purcell has observed (op. cit., p. 110), a dialectic framework may thus shed new light on the ‘humanization’ or ‘personalization’ of mass media through the incorporation of interpersonal characteristics. In essence the convergence of oral history and radio broadcasting is an example of this process.

We might also propose that access and participation or feedback and reciprocity are not mutually exclusive; instead, they belong to the same continuum of social action. We have explored many aspects of this continuum throughout this thesis, in examining instances in which radio broadcasting has moved beyond addressing audiences to include people’s voices as participants. Forms of access can achieve this, but nevertheless, most forms of access are closer to the paternalist ‘pole’ of this continuum, in attempting to create or recreate representational democracy.​[193]​ Community media organizations align themselves with the participatory ‘pole’ of this continuum, in attempting to encourage a more direct form of democracy within their working structures. Community media organizations differ from traditional, unidirectional forms of broadcast media in this and other ways, and the organizational philosophy of community media in the Western context long preceded ‘Web 2.0-era’ manifestations of a ‘participatory turn in culture’.​[194]​ Community media organizations aim to foster horizontal forms of communication, which challenge or subvert many of the dominant hierarchies associated with (centralized and concentrated) media ownership structures, intellectual property, and cultural production. This is an increasingly prevalent tendency in the ‘creative commons’ of the modern media ecology, but this tendency is not specific to the contemporary era or exclusive to certain applications of digital technology. To quote the Canadian literary theorist Northrop Frye (discussing the regionalization of Canadian literature within the framework of Innis’ theories):  

It looks as though the “counter-culture” we used to hear so much about is really the strategy of culture itself, decentralizing where politics centralizes, differentiating where technology makes everything uniform, giving articulateness and human meaning to the small community where economy turns it into a mere distributing centre, constantly moving it in a direction opposite to that of the political and economic tendencies of history (Frye 1982/2003: 594).

Hence such ‘new’ and ostensibly peripheral experiments as community radio signify the decentralized growth and diffusion of a democratic process which Innis termed ‘the strategy of culture’ (Innis 1952), involving the appropriation of communication technologies to counter the monopolizing tendencies of entrenched media (Blondheim 2004) and the manipulations of state and commerce. As Urrichio notes,

The project of using culture as a way of constructing and maintaining identity and as a space for the enactment of an expanded notion of citizenship contrasts sharply with the use of culture as commodity and the recasting of citizen into consumer (Uricchio 2004: 84).



























In an essay entitled ‘Broadcasting, Speech and Writing’ (1946), the BBC producer Christopher Salmon began a discussion of orality and literacy by quoting passages from two different sources, of equal length; one from a radio broadcast and one from a book. This exercise is worth repeating here to illustrate the discussion that will follow about oral and literate forms or characteristics of language:

1.	I want to tell you a tale – just one tale – out of many hundred sights and atrocities I saw. I myself was driving a milk stall, and round this milk stall was a screaming crowd of women with babies. I kept picking a few babies out and feeding them. One woman who was – I think she was mad – kept kissing my feet, hands and clothing. So I took the baby from her, and when I looked at the baby its face was black – it’d been dead for a few days. I couldn’t convince her it was dead – so I pressed the lips open and poured the milk down its dead throat. The woman crooned, gibbered with delight. I gave her the baby back and she staggered off, and lay in the sun. And when I next looked she was dead with the baby in her arms, and so I put her with a stack of other dead bodies – two or three hundred dead, and I turned away. 
‘War Report’ Broadcast in the Home Service, May 1945

2.	The deceitful and dangerous experiment of the criminal quæstio, as it is emphatically styled, was admitted, rather than approved, in the jurisprudence of the Romans. They applied this sanguinary mode of examination only to servile bodies, whose sufferings were seldom weighed by those haughty republicans in the scale of justice or humanity; but they would never consent to violate the sacred person of a citizen till they possessed the clearest evidence of his guilt. The annals of tyranny, from the reign of Tiberius to that of Domitian, circumstantially relate the executions of many innocent victims; but, as long as the faintest remembrance was kept alive of the national freedom and honour, the last hours of a Roman were secure from the danger of ignominious torture.
‘Decline and Fall of the Roman Empire (published 1776-88)’ by Gibbon (1737-94)

The first passage is a transcription of recorded testimony collected from an anonymous inmate of Belsen Concentration Camp, the other was written by the 18th Century historian Edward Gibbon. It goes without saying that these are two radically different forms of expression, despite their use of the same language, the same grammatical structures and elements of vocabulary. They were also communicated through different media - a radio programme and a printed book. Despite the fact that the two extracts are ostensibly about the same subject (the nature of arbitrary arrest and torture under totalitarian regimes), in juxtaposition they emphasize the complementary attitudes to the question of innocence or guilt in the two ‘regimes’. The first passage is vivid and immediately comprehensible, and works as both prose and (broadcast) speech - however, the second passage could never be broadcast as an example of ‘good’ or stimulating radio (McInerney 2001: 6) due to the fact that it lacks all of the characteristics of oral speech taking place within ‘acoustic space’. The point here is not to suggest that the material technology used to communicate messages and the immediate physical context in which the messages originated determines everything. After all, the kind of extempore and urgent ‘direct speech’ of the first passage can, on occasion, be heard in the reportage of From Your Own Correspondent while a looser and more conversational variant on Gibbon’s discursive and verbose historical analysis can often be heard in the studio discussion of In Our Time, both of which programmes can currently be heard on BBC Radio 4 at the time of writing (and both of which in a sense hark back to the pre-1967 era when such programming was broadcast on the Home Service or the Third Programme respectively). Context is important, and most ‘radio talk’ can be located on a continuum between the two ‘poles’ represented by these extracts; radio talk is more explicit, premeditated, precise, orderly and fluent than spontaneous speech, but nevertheless approximates more closely to speech than to writing (Crisell 1994: 55). Radio talk ‘conceals’ the fact that it is scripted, and often seeks to imitate spontaneous speech, as Crisell has observed:







The BBC’s Talks on Unemployment During the 1930s

A political requirement for creating and sustaining a nation state is that its unifying institutions should have a basis of legitimacy among the mass of the people. In this regard the economic, political and cultural unification of modern Britain can be seen to be coterminous with its linguistic unification (Fairclough 1989: 21-2). The standardization of the language domain of radio was therefore dependent on the maintenance of assumptions that the standard variety was used widely, was ‘the language of the whole people’, and that it was universally held in high esteem (ibid, p. 21).​[195]​ According to Gramscian hegemony theory, the winning of consent is achieved when arrangements that suit a dominant group’s own interests have come to be perceived as simply common sense, such as for example, whose language we should speak or write (Talbot, Atkinson et al. 2003: 2). The manufacture of consent that enabled Standard English or RP to dominate broadcasting thus depended to a large extent on the exclusion of articulate ‘ordinary people’ from broadcasting. As (creator of Harry Hopeful) D. G. Bridson remarked of Archie Harding’s (pioneer feature producer and Director of North Region Programmes during the 1930s) advocacy of mass microphone access across Britain:

All broadcasting, he insisted, was propaganda; because it did not attack the anomalies of the capitalist system, it became propaganda in tacit support of them. Average people everywhere were painfully inarticulate; but how much less articulate than most were the average people here in the North? As he saw it, that was hardly an accident. For where economic collapse had brought the people so much hardship, continuance of the system required that the people should remain unheard. As part of the system itself, he maintained, the BBC had been careful to see that they did (Bridson 1971: 30).   

In April 1934 the Talks Department launched a major series on unemployment called Time to Spare, a 12-part series of documentaries on unemployment. The series was unprecedented in that it did not rely on a narrator/interloper figure; instead the unemployed themselves were invited to the microphone to describe the human consequences of unemployment. The series was produced by Felix Greene, who toured the country in search of unemployed speakers for the programme. Greene hit upon a novel approach to obviating the inhibition that scripting induced amongst non-professionals:

He met the unemployed in their homes and clubs and sat up into the night talking with them. He selected the speakers from the hundreds he met, not because they were the saddest cases, but because they were the most typical and representative. Some found it difficult to write down their story, though they could tell it well. When Greene tried to copy down what they said he found they spoke less freely. So he invited them to Broadcasting House, took them into the studio, and got them talking. Meanwhile, unknown to them, their words were transcribed by secretaries in another room listening to them over a loudspeaker. There was no censorship, Greene claimed. The BBC altered or deleted nothing that the speakers wished to say (Cardiff and Scannell 1991: 64).​[196]​

 The resulting programmes were ‘framed’ by editorial input – each of the eleven fifteen-minute talks were introduced by S. P B. Mais (who had presented a series on unemployment, S.O.S., in 1933) and followed by a short postscript delivered by a suitably official representative to point to the moral of the tale. However, these representatives were people engaged in practical work for the unemployed, and therefore their talks were aimed to ensure that public sympathy was made effective through practical means, by encouraging listeners to participate in forms of public service (Bailey 2007: 472).
As Scannell and Cardiff have observed, due to the fact that the testimonies of the unemployed only survive in printed form in The Listener, the idioms of speech and the traces of working-class accent or dialect of the speakers “are all lost and beyond conjecture” (Cardiff and Scannell 1991: 143-4). It is also therefore difficult to assess to what degree the speakers were ‘helped’ by Talks producers in the production of their scripts, “but the occasional literary turn of phrase arouses suspicion” (ibid, p. 144). As with the earlier (1930) series The Day’s Work, in which individuals such as a taxi driver, postman and Covent Garden porter described their jobs, these programmes were broadcast live from the BBC’s London studios, whereas the impulse of documentary is to show people in the course of their everyday lives. 
Nevertheless, these transmissions were amazingly outspoken for their time and their source (Winston 2005: 285). A reference to contraception in a talk by Mrs Palace, a mother of 5 children on unemployment benefits, provoked a great deal of controversy, and extracts from the talks were read out in parliament in the run-up to the 1934 unemployment bill. Documentary scholar Brian Winston has argued that the documentary films being made by the Grierson group at the General Post Office Film Unit at the time have become better known, but are “far less committed” (ibid.) than such BBC broadcasts, which were also quicker to respond to the slump than even Mass Observation and the New Left Book Club, which (unlike the BBC) were characterised by a self-selecting audience. As Bailey has recently shown (2007), it quickly became apparent that, in order for unemployment talks to be effective, it was necessary for the BBC to know more precisely what the unemployed actually wanted. For example, in a response to Mais’ ‘Clubs for the Unemployed’ S.O.S. broadcast, an editorial for The Listener (2nd August 1933) recognized that there was still insufficient material to be sure of the needs of the unemployed, to elicit opinion as “an indispensable preliminary to the discovery of the new policy we require for the reconstruction of the future lives of the sufferers from unemployment”. As Bailey has summarised,

In trying to represent the ‘nation’, the BBC was trying to be inclusive and thus invited the otherwise excluded unemployed to participate in the construction of the nation – albeit on their terms, of course. Notwithstanding the limited dialogue between broadcaster and audience, this apparent invitation to the audience to ‘improve’ talks for the unemployed was something of a contradiction in that it was a departure from the usual paternalism espoused by the BBC, which normally forbade the lay-public (i.e. non-professionals) speaking to the nation (Bailey 2007: 470-1).

Bailey has recent argued (2007) that the changing relationship between the BBC and its listening public as exemplified by the broadcasting of talks such as Time to Spare in the mid 1930s was bound up with the BBC’s capacity for information gathering (or ‘need to know), which facilitated its exercise of power. Inducing the unemployed (or general listener) to impart information about themselves – their social conditions, cultural habitat, tastes and preferences – was, according to Bailey, “a means of entering their individual lives into discourse”:

It was a means of getting them to confess. Of course, there was nothing coercive about this technique. Rather the participants were invited to undertake a voluntary self-examination of their experiences and consciousness; in doing so they and the populace they were representative of became more amenable to government. In other words, the interviewees were not the final arbiters of their own discourse. The discourse was entered into a domain of specialist knowledge to be interpreted by experts and professionals so that it could be acted on and, more often than not, institutionalised (Bailey 2007: 471). 

In the context of the enforced leisure of the unemployed, the BBC “sought to police the problem of enforced leisure by cooperating with a number of other functionaries of the newly emerging welfare state” (Bailey 2007: 464). The introductions to Time to Spare by S. P. B. Mais encouraged listeners to use their own spare time to help to stimulate, occupy and show solidarity with the unemployed. In the previous series S.O.S. the Prince of Wales had urged the (working) public to respond to the problem of unemployment in terms of practical measures (e.g. the provision of sporting facilities, allotments, or materials for occupations such as carpentry and cobbling); “measures that would forge contacts between different social classes” (Bailey 2007: 469). Thus the BBC was acting as an arm of the welfare state for a mass audience that had always been urged to look to radio broadcasting to provide an advisory function, especially in times of economic or political crisis. Mais’ introduction to the first broadcast in the series SOS (1933) makes this clear:

Here is an S.O.S message, probably the most urgent you will ever hear and it vitally concerns you. You are called upon to create an entirely new social order…There is plenty for you to do and you must do it at once if you care about your fellow countrymen (quoted in Winston 2005: 285).

The direct address constituted in this public service information is appropriate given that the cohesive community identity of the unemployed as a ‘subsistence class’ was constituted by the state in the first place. These programmes were more often than not addressed a middle-class audience, urging them to volunteer their (non-enforced) leisure time for public service. When the unemployed were addressed, they were encouraged to participate in gainful and rational recreation, and thus “made to defer to middle-class values, not least those that pertain to cultured citizenship” (Bailey 2007: 470). In Ralph Bond’s classic documentary film To-day We Live (1937, Strand), about new social services for miners, a Welsh unemployed miner decides to make an application for funding for a social centre after hearing a BBC talk for the unemployed in his local café. Where the film departs from the BBC’s treatment of unemployment is in the inclusion of criticism from another unemployed man:

It’s only killing time. All the pits are closed down…We can make wireless sets, grow cabbages, and do physical jerks until we are blue in the face. But it isn’t paid work… (Bond and Grierson 1937).









The CBC’s Use of Oral History

The CBC can be cited as the pioneer and initiator of oral history in Canada before the term was even coined (by Allan Nevins of Columbia University, in the United States, in 1948), and the CBC’s early efforts towards the preservation of ‘actuality’ recordings accord it the status of the first oral history archive in the country. During the 1930s, Canadian radio broadcasters acquired disc recording equipment to make ‘instantaneous’ recordings of live broadcasts, or to make recordings of talks, speeches and messages to be kept for posterity or used in later broadcasts (LaClare 1975-1976: 3). In 1939, the Canadian Broadcasting Corporation (CBC), as it became known in 1936 (after becoming a Crown corporation), made a major investment in disc recording equipment to cover the Royal visit, and this led to the recording of a wide assortment of events and interviews. Peter Stursberg, recognised as one of the best CBC correspondents of the Second World War, has suggested that the first oral history recordings of ‘the electronic age’ in Canada were the war reports that he and his colleagues recorded (the equivalent of the BBC war reports discussed in Chapter 2.0):

The Canadian Broadcasting Corporation provided its war correspondents with the very latest electronic gear, which was a high fidelity disc-recording machine that was portable to the extent that it could be carried around on a jeep. I remember helping Paul Johnson, the CBC engineer, to lug these small trunks to Sicily and up to the front. The equipment had to be run off the jeep’s battery as it had no power source of its own, and the jeep’s engine had to be kept running to provide it with enough charge so that we could capture the sound of battle…it was a sensation to be able to listen to a reporter describing the battle raging thousands of miles away on another continent and to hear the roar of the guns and the crash of the bombs. (Stursberg 1976-1977: 9)

These war reports, the “piles of aluminium backed platters which cluttered up the newsroom of the corporation after VE day”, were eventually donated to the Public Archives of Canada, where the full collection was consolidated, which runs to at least 600 hours of audio (Stursberg 1983: 1). In 1959 in Toronto, and in 1961 in Montreal, program archive departments were set up to formally catalogue and preserve tens of thousands of such radio transcription discs that had accumulated in CBC facilities (Dick 1996-1997: 72). 

The arrival of magnetic tape in the 1950s meant that CBC producers or freelancers could record longer interviews, which could then easily be edited and incorporated into documentary programming, examples of which I will later discuss at length. Yet oral history recordings were also being made expressly to enrich the biographical record of important figures. During the early 1960s, broadcasters like Peter Stursberg and Mac Reynolds began recording interviews on tape for the CBC Archives, at the prompting of Dan McArthur, the chief news editor and Robin Woods, later to become the first CBC archivist. These interviews were not recorded for use in planned programs; intended for use in news broadcasts only after the event of the demise of the person who had been interviewed, they were the posthumous memoirs of the ‘great and the good’ who had played a part in the development of Canada (Stursberg 1983: 1).
	
One of the largest oral history projects ever undertaken by the CBC as a network was In Flanders Fields, a series broadcast from November 11, 1964 to March 7, 1965, to commemorate the fiftieth anniversary of the outbreak of the First World War. Two years in the making, the series consisted of seventeen one-hour episodes, compiled from 482 interviews with war veterans. These interviews, after being used, were sent to the CBC Archives for storage, before being transferred in 1980 (like the war reports of WWII) to the Public Archives of Canada, in recognition of their historical value. These recordings have recently been digitised and incorporated into a web exhibition, Oral Histories of the First World War: Veterans 1914-1918, where these first-hand accounts can be listened to or read via retyped transcripts. The historical value of such recordings is also demonstrated by the popularity of a book called The Mackenzie-Papineau Battalion by Prof. Victor Hoar, published in 1969. This book relied extensively oral history interviews conducted by the CBC of Canadians who had fought as part of the XV International Brigade on the Republican side in the Spanish Civil War. The interviews, collected by Mac Reynolds for the CBC Program Archives in 1964-65, led to radio programming as well as the above-mentioned book, which is thought to be the first example of a book published from oral history sources in Canada.






Imbert Orchard [1909-1991] was the first person within the CBC to extensively chronicle the experiences and record the voices of the many unsung pioneer Canadians who had played a part in the development of Canada’s frontiers. Apart from the BBC’s Charles Parker, Orchard was the first radio producer who can be said to have bridged the worlds of oral and aural history. By his own estimation, during his career Orchard travelled more than 24,000 miles and interviewed almost 1,000 people on tape. In addition to Orchard’s prolific CBC output of ‘programmes as broadcast’, a large proportion of the material he collected was never broadcast. Fortunately both the programs and the original interviews have been preserved as the ‘Living Memory Project’, at the Provincial Archives of British Columbia. It is the largest oral history accession in the archive, and the quality, scope and the age of the collection make it exceptional, and a foundation of oral history within the province. The archival holdings of Orchard’s work amounts to 2700 hours of taped interviews, from which were distilled approximately 300 radio programmes. Some material from this rich and deep collection has also been used as the basis for three issues of Sound Heritage, the series of journals and monographs of what was then called the ‘Aural History Program’ at the Provincial Archives.

Born Robert Henslow Orchard in Brockville, Ontario in 1909, Orchard received his education in Ontario and at Harrow public school in England, before going on to study History and English Literature at Cambridge. Returning to Ontario, he developed an interest in local history, before his career took him into the fields of education and theatre. It was the Second World War that brought Orchard to British Columbia (B.C.) for the first time - the province in which he would later conduct his life’s work - and in the course of military camouflage exercises during the war he developed further insight in the character of the province.
As well as the rugged beauty of B.C., he appreciated the epic quality of the stories that people told in the province, the strength of the Native American presence, and the way in which - as in Newfoundland - the harshness and variety of the terrain and climate had ‘shaped’ a distinctively independent and resourceful population. He was also intrigued, as he later noted, by the rapidity of settlement and industrial growth in the ‘young’ province, ‘condensed’ into two decades (the 1880s and 1890s), whereas in other provinces like Ontario the process had taken a hundred years longer. After war service, Orchard taught theatre at the University of Alberta, before returning to British Columbia in 1955, where he was hired by the CBC in Vancouver, as a regional script editor for television. His move to radio was somewhat of a happy accident; in 1959, Orchard met Constance Cox, who had grown up in Hazelton, B.C. in the 1890s, and he recorded her reminiscences of that era with the intention of using the material as a basis for a book. Instead the interviews eventually formed the nucleus of a series of 15-minute radio programmes for the CBC. Entitled Living Memory, the series was researched and compiled by Orchard, and first broadcast in 1961. 
Public reaction to the series was positive, so Orchard set out to on a special trip to the Skeena River and Bulkley Valley regions to record interviews with local pioneers. The Skeena trip resulted in a second Living Memory series, followed by a third about Victoria, a fourth about the Fraser Valley, and a number of longer special programs. In 1967, Canada’s centennial year (this was an important landmark in CBC policy, as we will see), Orchard produced a special series of 13 one-hour programs for the CBC. Broadcast nationally as From the Mountains to the Sea, each program focussed on the history of a particular region of British Columbia. This was followed by a regular series of half-hour programmes called People in Landscape, of which more than 90 were produced and broadcast between 1968 and 1972. In his radio work Orchard undertook extensive fieldwork throughout the province, seeking out and recording the pioneers of each region before they died. Despite not having any contacts in these areas, Orchard found it easy to make connections within the communities, asking at post-offices and garages for the elders of the communities. Orchard came to favour the serendipity of such an approach, building up from interviews in small communities a holistic portrait of the entire country:

I’m very interested in the fact that this way of doing things, going through the country in that way, you find the story of the country. You get them to tell you the story of the country and the story of their experiences in the country. So I’m not looking for any particular subject as a rule (Orchard, quoted in Duffy and Mitchell 1979).

Like many radio producers, Orchard often relied on serendipity, and did not apply the fastidious approach to soliciting accounts typical of many oral historians. Specifically, because he had little time during the course of his journeys to do extensive preliminary research, his interviews were generally unstructured and his questions open-ended in nature. Like Denis Mitchell, his intention was to provoke a spontaneous flow of reminiscences from his interviewees, which he could then shape in the cutting room. After having gathered this kind of oral history material, Orchard was sometimes interested in the montage possibilities of tape editing. At the macro compositional level of radio production, he created radio programme forms that reflected their subjects. Barry Truax has observed this very principle at work in Orchard’s sound documentary “Skeena, River of the Clouds”, in which 

[Orchard] creates a flowing ‘stream of consciousness’ in sound by skilfully linking different speakers, sometimes with such smoothness that each seems to continue the thought of the previous one without a break. The river of voices flows as relentlessly as his geographical subject (Truax 2001: 221-222).

Conversely, in Fortunate Islands (issued as Orchard 1976), Orchard created “islands of voices, each group having its own character and linked by the ambience of the boat ride by which the various Gulf Islands are visited” (Truax 2001: 222). It would be prosaic, therefore, to say that Orchard aimed to ‘set’ the people he interviewed as figures within the visual landscapes that surrounded them, as in a painting. In the above examples, there is intended to be no such degree of separation between people and landscape, just as form and content shape rather than determine each other within these documentaries. Therefore, perhaps it could instead be said that he aimed to explore and to communicate the organic, symbiotic connection that existed between the rural Canadian pioneers or Native Americans and their formative environments, the ‘virgin’ untamed land that they had tried to cultivate, and which had sustained their existence. To convey these structures of feeling in a tangible form, as interpreted through the senses, Orchard often attempted to solicit the sensory information ‘encoded’ in the past experiences of his interviewees:

I think that if you are able to see things and to bring out what people saw when you’re interviewing them, you are bringing the missing dimension into sound. It’s important to be aware of the other senses. I would often get people – if I could, if they were that kind of person – say, “What did it sound like?” “What did it smell like?” “What did it feel like?” The senses: I’d get them to describe something in words. I think this is very important for the interviewer, because I think you’ve got to bring these other senses into this one-dimensional sense medium (Orchard 1978). 

Orchard had clearly grasped a fundamental aspect of the listening process – that sensory information such as sounds and smells are “stored in the memory, not separately, but in association with their original context” (Truax 2001: 19). Ideally, when transmitted to the listener such reminiscences are to some extent ‘reconstituted’ in his or her imagination through the faculty of hearing. Through this ‘one-dimensional sense medium’, the listener has the ability to create “multi-sensory imagery within the mind” (Ferrington 1994), in an acoustic equivalent to the way in which a prism separates white light into its constituent spectrum of colours.
 
Despite the impressionistic propensities of Orchard’s work, however, and set against the example of the Radio Ballads, Orchard’s work followed a fairly traditional documentary formula. He frequently made use of formal narration and prose, and, in the opinion of radio producer and oral historian Charles Hardy III, failed to consistently exploit the “creative use of sound [alone] to help contextualize or tell the story.” (Hardy III and Dean 2006: 520-521). We must not disregard, however, experimental approaches to formal narration, prose or commentary voice-over, which can be effective in creating what Alan Beck has termed, in his discussion of radio drama, “subjective point-of-listening”. The actor-speaker can make use of proximity to the microphone, meaning that “the voice is coloured differently in these close positions, displaying more and more of the individual’s vocal mechanism”, and creating a neutral, ‘interiorizing’ acoustic which contrasts with the surrounding scene(s) (Beck 2001). In recognition of this, Truax has observed that “Orchard’s training in the theatre accounts perhaps for the sensitivity and vividness of his use of the voice in running commentary sections, a technique that he uses with great effectiveness to draw the listener into a scene” (Truax 2001: 221).

Many of Orchard’s programmes involved the interweaving of recorded sounds and voices with running commentary and historical re-enactments. The intention was to evoke a specific sense of time and community, through the creative presentation of oral testimony. For instance, in A Journey of Two Summer Moons (broadcast in 1974, see Orchard 1974), Orchard made significant use of what he termed ‘aural space’ or ‘atmos’ (sound ambience). In the documentary, Orchard and Vancouver actor and broadcaster Peter Haworth retraced the journey undertaken by the explorer and fur trader David Thompson in 1807, which entailed the first crossing of the Rockies. Orchard recorded conversations between himself and Haworth during breaks in their journey, in which they stopped to talk about what they had seen and speculate about what Thompson was likely to have seen and done in the same places. Orchard’s mobile use of the tape recorder here determined that a number of ambient sounds were picked up, “such as belong to a quiet river, a rushing mountain stream, bulldozers building a dam, a windy promontory, birds, the gurgle of water under a bridge, road traffic, a train” (Orchard 1974: 34). 

This use of aural space, as much as the dialogue, helps to define the local within this documentary feature, and enables the listener to link a sound event with its source. Orchard intercuts this actuality with the voice of an actor reading the entries in Thompson’s journal that correspond roughly to the same places in which Orchard and Haworth can be heard conversing. Impersonation is used by the actor rather than ‘impersonal narration’, in order to evoke the image of Thompson writing and talking beside his fire after the journey. In this fashion, “time flickers back and forth through a hundred and sixty five years as the program moves through the landscape” (Orchard 1974: 35), and the two sets of observations recede from the past into the present and vice-versa. Orchard’s imaginative use of ‘aural landmarks’ also works to signal the present time frame (what we might term the ‘ambient present’) of the listener, through the inclusion of noises that would not have been heard by Thompson (i.e. the automated vehicles, as well as man-made or altered geographical features). 

Another program compiled and produced by Orchard, about several people who travelled through ‘Hell’s Gate’ in the Fraser River Canyon in a rubber dinghy, made use of differing spatial (rather than teleological) perspectives (Orchard 1974: 38). One voice recalled the incident as seen from the bridge above, whilst another participant’s voice described the sensation of going though twenty-five feet under water at the end of a life line, having been swept overboard. As Orchard noted of this technique;

This kind of montage, where we cut from one subjective focus to another – a sort of double inner vision – is one of the more interesting possibilities of the sound medium (Orchard 1974: 38).

From these examples we can understand that Orchard’s sound documentaries took an innovative approach to design in radio production, incorporating sounds that operate, in his term, at different “levels of remove”. These levels include actuality, running commentary, recall, and re-enactment. As Barry Truax has observed,

Each level of remove represents an increasing distance between the listener and historical reality, but each can be effectively used to make that history come alive. The juxtaposition and interweaving of several such levels in Orchard’s works create a unique sense of flow that is evocative and multileveled. He uses the fact that the listener can easily recognize the level of remove involved, as well as whether the material is extempore or prepared, and plays on the counterpoint that results from their interaction (Truax 2001: 221).   

Such complex sound design often involves a kind of dramatization of oral history that might trouble those concerned with historical documentation, especially as oftentimes controversy exists over the historical accuracy of even unmitigated reminiscences recorded many years after an event. Orchard grappled with this issue in a 1962 report to the CBC:

This brings up the question as to how “living memories” relate to history. The raw material is undoubtedly valuable to historians and other writers, yet we have no illusions about its precise historical accuracy. We always try to present each program in its proper historical context, and to avoid, or correct, any flagrant errors. But we place a lot of value on the personality of the speaker – his ability to express himself and be entertaining, or to tell a story well. We reach back to the past in a frankly subjective way through reactions, impressions and moods. In doing so we are getting a glimpse of history not made, but being made (Orchard, quoted in Duffy and Mitchell 1979).​[197]​ 

Orchard believed that the use of oral history in radio documentary was about what lies behind the voices – namely the people recorded. Ethical considerations prevented him from experimenting with the ‘symphonic’ interweaving of voices and ambience through tape editing as practised by Glenn Gould in what is sometimes referred to as Gould’s ‘Solitude Trilogy’ (see Chapter 4.5). As Orchard observed, 













Notes Towards a Communication Dialectic

This Appendix will provide two case studies in the diffusion of oral communication through modern technology, namely Hidden Histories (2008), which has involved 'narrowcasting' oral history through a wireless network in Southampton city centre, and Telephone Trottoire (2006- ), which has adapted a particular model of African oral tradition for use in mobile telephony in London and across the UK. Both these 'secondarily oral' projects divert from the unidirectional, space-biased media model, and seek to create what might be termed ‘micro-public interfaces’. 

Such experiments demonstrate that interpersonal communication and electronic media should be removed from their polarisation in a linear historiography, and instead placed in a dialectic or syncretic framework, a point that we raised briefly in the conclusion of the thesis. To explore this further we can return to the subject of the continuum between folklore and popular culture, as discussed in Chapter 3.0, taking stock of the lengthy debate that has taken place in folklore studies between those folklorists like MacEdward Leach who were antagonistic to popular culture because they supported the ‘destroyers argument’, and those who were alert to the commonalities between folklore and popular culture. Wherever folklore was taught in the 1960s there was a certain tension between these perspectives because folklorists were “still very much wedded to notions of authenticity” (Narváez 2007). Some folklorists argued that the mass media create new forms of folklore that are more homogenous and widely dispersed than more “authentic” traditions (see Howard 2008: 200). Writing in 1968, German scholar Hermann Bausinger argued that industrialization has not meant ‘the end of folk culture’ but rather its “mutation and modification”, a point of view shared by folklorist Linda Dégh, who, in an influential essay in 1971, called on her colleagues to “expand their field of exploration beyond the ‘folk’ level to identify their material as it blends into mass culture” (quoted in Schechter 2001: 8). More recently, Dégh suggested that media ‘emancipate’ folklore in order that it might “blossom…empowered with more authority and prestige, than ever before” (Dégh 1994: 1-2).

Scholars have recently argued that everyday lives are now grounded by direct participation in a ‘glocal’, digital culture, and that the production of narrative has been revived and democratized with the advent of the digital ‘gift economy’ of blogs, podcasts, wikis, fan fiction and digital storytelling. According to this argument, new forms of community are emerging, despite the loosening of communal, familial and geographical bonds or roots. As Henry Jenkins notes,

If, as some have argued, the emergence of modern mass media spelled the doom for the vital folk culture traditions that thrived in nineteenth-century America, the current movement of media change is reaffirming the right of everyday people to actively contribute to their culture. Like the older folk culture of quilting bees and barn dances, this new vernacular culture encourages broad participation, grassroots creativity, and a bartering or gift economy….as everyday people take advantage of new technologies that enable them to archive, annotate, appropriate and recirculate media content (Jenkins 2006: 132, 136).

That oral cultural values have been devalued, neglected, exploited or endangered by literate or media cultures can be legitimately and justly argued. However, we should be careful not to neglect productive instances of the interface between oral communication and electronic or digital media that belie the tendency within communications literature to segregate expressive culture into two major forms: mass media and interpersonal interaction. Mass media are generally conceptualised as unidirectional communications originating from a central source to a dispersed and powerless audience. Interpersonal communication, on the other hand, is conventionally characterized by two-way, face-to-face interaction between co-present actors (Purcell 1997: 101). 
As Purcell observes, these ‘ideal types’ are unquestionably useful as heuristic tools, yet their use typically entails their placement at adjacent or polarized positions on a linear, historical transformation, in which mass media displace interpersonal communication and the physical context in which it occurs. Interpersonal communication becomes synonymous with homogenous, integrated and traditional patterns of social organization that are ‘always-disappearing’, and mass media becomes synonymous with the heterogeneity, anonymity and atomism of post-modernity. Thus they correspond to the so-called ‘great divide’ between oral and literate culture - between communion and introspection - which has also dominated communications literature, and which has obscured the interface between the oral and the written, as well as the possibility of ‘secondary orality’ (Ong 1988). Secondary orality is a term coined by Walter Ong, used here to refer to the emergence and cultural impact of technologies that facilitate oral modes of communication and behaviour in cultures or contexts that are otherwise literate (for example, radio, telephone and computer). 

Carey’s model of communication as transmission and ritual (Carey 1988), and Innis’ model of the space- and time-biases of communications media (Innis 1951/2003) on which it was based, can be regarded as useful reiterations of the dialectic between mass media and interpersonal interaction. It is not frequently acknowledged that this existence of this dialectic is discernible in the radical critique of space-biased and unidirectional media structures and ownership as articulated by the German Marxist theorists Bertolt Brecht, Walter Benjamin and Hans Magnus Enzensberger. 

Benjamin and Brecht shared a profound understanding that the institutional deployment of communications media reduce or eliminate reciprocity; the genuine and bi-lateral communication among interacting parties which characterises face-to-face communication (Franklin 1999: 42). This is due to the structural status of mass media as ‘prescriptive technologies’, which are the materialization of the rationality of a culture, and which represent designs for compliance (Franklin 1999: 16), in so far as they involve a specialization and division of labour which normalizes external control and internal compliance, and reproduce a global model of the organization of power (Martin-Barbero 1993: 185). Benjamin’s critique signalled the potential role of new technology in abolishing separation and privilege (Martin-Barbero 1993: 49) in favour of communal experience. Benjamin introduced the Brecht-influenced idea of the author as producer (Benjamin 1934/2002), transcending specialization in the process of production, and converting consumers into other producers:

The apparatus will be the better the more consumers it brings in contact with the production process – in short, the more readers or spectators it turns into collaborators (Benjamin 1934/2002: 78).

Benjamin often expressed a fundamental belief that it was impossible to understand the masses without listening to their experiences, and understood that the emergent electronic media were eroding or bypassing the specialised and segregated information-systems of the print medium (Meyrowitz 1986), and enabling the widespread sharing of information. Drawing on the ideas of both Brecht and Benjamin about radio and film, Enzensberger subsequently (1970/1976) argued for a decentralized structure of communications in which each receiver is a potential transmitter, facilitating multi-flow, rather than unidirectional communication. This structure would become possible if ordinary people were to collaborate in the collective production and self-management of communications media. 
The formulation of a socialist strategy for the democratization of communication by these German theorists can be described as utopian, according to Bloch’s interpretation of the concept (see Geoghegan 1996) and Mannheim’s (1976) classic sociology of knowledge, which places emphasis on the ‘concreteness’ of utopian thinking, if considered as an active social force affecting the transformation of societies in space and time. Thus utopian thinking affects history not as an abstract set of ideas but by the interpretation and implementation of those ideas by their ‘bearers’, whether individuals, social classes, political or ‘new social’ movements, or other units of civil society (see Hujanen 1996: 181). According to Mannheim, utopian thinking directly conflicts with ideology, as the representatives of a given order will label as utopian all conceptions of existence which, from their point of view, can in principle never be realized (1976: 176-177): 

Only those orientations transcending reality will be referred to by us as utopian which, when they pass over into conduct, tend to shatter, either partially or wholly, the order of things prevailing at the time (Mannheim 1976: 173).

If you should think this is utopian, then I would ask you to consider why it is utopian (Brecht 1932/1964: 51).

These ‘utopian’ theories of communication can be mapped onto Innis’ model of space- and time bias, and Carey’s model of communication as transmission and ritual, to support the proposition that the socialization of media (and narrative) production in this capitalist, space-biased era would involve realignments toward the trajectory of time or temporal sustainability and ritual (as argued in Chapter 5.8). As Blondheim has argued, Innis maintained that societies are capable of balancing time and space through the appropriation - or even invention - of communication technologies “that would counter the monopolizing tendencies of entrenched media” (Blondheim 2004) and challenge the supremacy of what Innis termed ‘monopolies of knowledge’. Innis can therefore be classed as a social constructivist rather than a technological determinist (as Innis and Innis devotee Marshall McLuhan have often been labelled), as Innis held that technological change is influence and engineered by societies strategies and choices (Blondheim, ibid.). As Martin-Brobero has observed,

[F]aced with an elite which inhabits an atemporal space of global networks and flows, the majority in our countries still inhabit the local space-time of their cultures, and faced by the logic of global power, they themselves take refuge in the logic of communal power…the contradictory movement of globalization and the fragmentation of culture simultaneously involves the revitalization and worldwide extension of the local. (2002: 236)

Community and locative media, for example, exemplify the values of ‘local power’ and ‘knowable community’, partly as a critical response to the corporate delocalizing forces of global corporate and media power (Myles 2000; Coyer 2006), but partly as an awareness that, to use a contemporary truism, that the local is now global. So, for example, the community radio station North East Access Radio (NEAR) which serves a disadvantaged area of Dublin (Ireland), states in its volunteer handbook that “NEAR try to make local connections for global occurrences and vice versa but also [to] encourage their broadcasters and their community to challenge hegemonic thought and reportage” (quoted in Day 2003: 165). 






In order to illustrate this point, and to explore the notions of secondary orality (Ong 1988) and multi-flow communication (Enzensberger 1970/1976), we can turn to the first of two case studies of secondarily oral communication networks, an innovative project called Telephone Trottoire, created by the British ‘digital arts collective’ Mongrel. The Telephone Trottoire pilot project took place for six weeks (March 27th – May 8th 2006), and was designed to engage the Congolese communities in London and across the UK in dialogue about issues affecting their day-to-day lives by using a new form of ‘contagious’ telephony. 
The core of the Telephone Trottoire system is an automated, Linux-based telephony server that contacts mobile phone users at random from a database of phone numbers and play them pre-recorded audio content. The initial basis for the database was a list of 50 subscribers to Nostalgie Ya Mboka and Londres Na Biso, two Congolese regular programmes on London’s Resonance FM, an experimental arts-based community radio station founded by the London Musician’s Collective (LMC). Twenty short monologues were recorded by the project team (including the presenters of these programmes) for delivery to these Congolese people - the monologues were intended to pose questions, impart information, provoke the listener into making a comment, and to raise issues affecting the community within the UK or to highlight current events in the Democratic Republic of Congo (DRC) with which the listener might be unaware. 

Image 1: Project flier
[http://mediashed.org/files/mshed/trottoire.jpg (​http:​/​​/​mediashed.org​/​files​/​mshed​/​trottoire.jpg​)]:

All the messages were recorded in the native language of Lingala, which induced respondents to accept the calls and participate in the project. The themes of the messages were of the broadest range possible, involving, for example, the upbringing of children, welfare provision in the UK, and the part religion and traditional beliefs play in day-to-day life. After being played a story, topical item or a joke, the listener was invited to record a reaction to the clip they had just heard. They then passed the story and their reaction on to a friend by phoning them, at which point the friend’s telephone number was automatically entered onto the database. Thus there builds up a viral chain of users and of dialogue, which is a realization of Brecht and Enzensberger’s (1932/1964; 1970/1976) utopian model of media in which every receiver is a potential transmitter, especially as all calls within the bounds of the project are free. From that day on, the new user will automatically start receiving fresh content on their phone, equivalent to a radio podcast, for as long as the exchange lasts. Many of these exchanges are then broadcast as alternative ‘town hall’ forums on the aforementioned Congolese community radio programmes.

The Congolese community, largely constituted of refugees and asylum-seekers, is both socially and linguistically isolated from interaction with mainstream policy-makers and social service providers, and therefore lacks voice and advocacy. With this concern foremost, the project was named in reference to ‘radio trottoire’ (‘pavement radio’), the African (and distinctly Congolese) practice of sharing information and gossip through oral transmission on street corners, markets, and other places where people gather and converse (the nickname itself can be seen to be emblematic of secondary orality). Pavement radio has been termed the modern or street version of oral tradition. It came into being as a result of the culture of oppression and denial of free speech in African states such as the DRC in which news and rumour circulate on topics ignored or prohibited by the highly censored broadcast and print news media. 

At a time when oral history is weakened by the politicising of the powerful, popular ‘oral discourse’, with its continual commenting on those in power, continues to grow in the cities of the continent. Pavement radio should be seen in the light of oral tradition and treated as a descendant of the more formal oral histories and genealogies associated with ruling dynasties and national rituals. Just as those older oral histories enshrined national constitutions, with king-makers, priests or others able to pronounce upon the legitimacy of royal claims or actions, so does pavement radio, the modern equivalent, represent a populist restraint on government…For the poor and the powerless, pavement radio is a means of self-defence (Ellis 1989: 329-330).

Although these ‘texts’ first circulated within the ‘closed circles’ of orality, over time the rumours, voices, gossip and street talk came to represent a symbolic challenge to the existing order (Triulzi 1996: 84). With Telephone Trottoire, communication has taken place immediately in an open and horizontal communications platform, breaking the boundaries of the closed circles of orality. We can gain an understanding of how this radical aspect of radio trottoire emerged in Telephone Trottoire by looking at the following edited example of one debate amongst twenty initiated by topics or “polemiques” recorded for Telephone Trottoire:

Here, Esther invites comments about Priests abusing their position in society when they separate and divide families.
The family have a problem – this problem is caused by a priest. The priests are destroying families. For example – when two sisters attend the same church and one decides to leave that church for whatever reason, the priest then convinces the remaining sister that the other is a witch. The role of the priest is to bring people together and not to separate people. Is it normal for a priest to behave this way? Also we as the followers – many of us attend particular churches because we heard that the priest is good, we listen to the advice of friends and relatives, but don't we have a judgement to make ourselves? Isn’t it up to us to decide whether a priest is good or bad? Shouldn't we decide whether a priest is fit to hold his position? Should we blindly follow what we are told without realizing the implications of manipulation and used by some people who call themselves priests yet use their power purely as a means of self-profit? 
Do you have some comment to make upon my statement?
1. I got your message and I really thank God for this, because if us Congolese, we start to spread messages like this – we can return the glory to God. But if we pass bad and stupid messages – it’s really, really sad. My comment on what you say in couples, in families - concerning pastors – I am convinced that the problem is not with the pastors but within us, the followers. If we the congregations know exactly the person who we serve, we will not be manipulated. Us London Congolese – we don’t know whom we are serving, we follow blindly and we neither understand nor work with the word of God…
3. Yes sister, I agree completely with everything you have said. Some people back home were not even pastors, they just came here and learnt some scripts from the Bible and became pastors, They do this because they know if they start a church they can get money and that can help them for their personal gain. That is why they are not doing the work of God properly, because obviously they are fake pastors. Some of them here in Birmingham – for example – we have one pastor who has made three women pregnant. Is this the work of God? It’s very sad - those pastors are not pastors. They should be part of the congregation within churches. They need to [be] learning God’s way, and not to be abusing their positions, corrupting his morality. If we have a problem we must go direct to God ourselves instead of going through these people…
8. Really we follow your statement. It’s very, very good. For the problem of the pastor, what we must do is to ignore the advice addressed specifically to us as women. Don’t follow what they say. But we should follow the teachings of the Lord. Do not allow the pastor to speak his words, but listen to the words of the Lord. The fault is our own especially as women. It is our weakness. If today you hear something from the pastor, you should always check it out. As a woman you have the power to speak to god yourself in prayer. Whatever you want, your prayer could be answered by God. We don’t always have to bend our knees before the pastor, because he is a pastor. If the pastor tells me something I will look at it to see if he is right. If I disagree it, does not mean that I will quit the church, but it means that I will show reserve. I will show caution…
13. I thank you for this project because you are tackling the everyday problems that affect us. Concerning pastors – we always criticise pastors, but we have to look [at] the bigger picture. The real problem is to do with our culture - we follow because we believe we need to follow. We expect to follow. I don’t think that the pastors impose upon us to attend a particular church, whether good or bad. It is our families or our relatives who expect us to attend this or that church. It is our families that leave us open as individuals to the weakness through which we may be exploited – like in the story you relate. We must stop considering that when we have a problem we must seek the advice of the pastor for every small thing. The Bible is our guide. It is the word of God. Personally I have never had a problem with the church – but I attend a good church – and I tread carefully in life (submitted by Wright 2007).

We can see witness within many of the Telephone Trottoire dialogues a certain tension between the direct evidence of personal experience and the generalized message and mores of the community’s own oral tradition. Telephone Trottoire also demonstrates that, in many societies characterised by residual orality, the truth of a statement is determined not according to the legitimacy, authority and objectivity derived from the fact of its publication or broadcast, but instead according to social and cultural factors, such as the power, motivation and rhetorical skill of the speaker, and whether the statements are expressed in culturally acceptable or persuasive forms (Mollison 1997: 30). Oral texts spread as they are repeated, expanded and aggregated along a growing chain of transmission, and this is precisely the model of communication that the project sustains. Distances and boundaries between producer and consumer, announcer and listener are banished and renounced: 

…Everyone involved is a necessary relay point in mouth-to-ear communication; everyone is at the same moment repeating, communicating and transforming. Indeed, it is in the very transformation of the message that its cathartic power lies. At every stage of the communication, every repeater, consciously or unconsciously, loads the message with his own anxieties, expectations or disappointments. Pavement radio…propagates the judgements of the community it serves on the events it considers important. And so these pavement rumours, as they are spread, assume new meanings, reflecting the expectations, fears and protests of the man in the street. It is the ‘pipe-dream rumour’ of the unfulfilled dreams of the ordinary citizen (Triulzi, ibid.).

The project is as an excellent example of secondary orality, through the fostering of a ‘group sense’ of communication. It is a unique example of a bespoke form of ‘small media’ (Spitulnik 2002) which has been interiorized, assimilated and brought into contact with the immediate, familiar interactions of lived experience and the human life-world that characterized primary orality (see Ong 1988: 42). The project engages the Congolese community on their own terms by drawing on their own culture, beliefs and folklore. Unlike many development projects that pursue similar aims within diasporic communities, the technological medium (mobile phones), as well as the pattern of communication (radio trottoire), are already familiar in the Congolese community (mobile phones are ubiquitous amongst the Congolese due to the notoriously unreliable national telephone system in the DRC). Also unlike many development projects, the impulse behind the initiated project, and the pattern of communication, was provided by the Congolese community themselves. 






Our second and final case study, Hidden Histories, also makes use of mobile telephony (at least in their facility for receiving FM radio and Bluetooth communications) and a unique model of narrowcasting. Hidden Histories/Street Radio [http://www.hiddenhistories.org.uk] is a project created by artist, writer and curator Armin Medosch, in collaboration with Hivenetworks [www.hivenetworks.net], and was implemented in Southampton in spring 2008. To initiate the project, ten lampposts in Southampton city centre were mounted with small weatherproof boxes, containing cheap, commercially available (WiFi) hardware rewired and repurposed as Hivenetwork ‘nodes’. 

Image 4: Hivenetworks node on lamppost in front of former Tyrell and Green building (photo courtesy of Armin Medosch)

These ten USB-powered transmitter nodes continuously broadcast audio excerpts from Southampton’s Oral History Archive (composed into short radio art features with music and ambience by Armin Medosch) on an FM frequency within the heart of the City Centre. The ten Hivenetwork nodes are located to form a nexus saturated with wireless signals that carry stories from the city’s maritime past. During the lifetime of the project (which officially ended in November 2008), pedestrians were invited, via the Internet and brochures at the tourist information office, to equip themselves with a mobile phone with FM reception or a small radio receiver and headphones and follow the ‘local history trail’ formed by these nodes (see image 5, below).
 

Image 5: Trail map [available from http://www.hiddenhistories.org.uk]

The locations of the nodes were selected according to two criteria. Firstly each node was situated next to either a monument or memorial or another historically or culturally significant spot. Secondly all nodes had to be proximate in order to be within reach of the wireless ‘mesh network’ data cloud. This wireless mesh network is necessary mainly for maintenance reasons, so that the nodes can be accessed remotely via a gateway to the Internet, using Secure Shell protocol (Medosch 2009).
	 
Communications networks in cities have tended to be largely invisible and silent, or at least hard to discern. Over a number of years some researchers and activists have approached the problem of the lack of physical presence of mobile and wireless technologies by looking at ways of visualizing and conceptualising these networks (Willis 2009). Rather than studying existing patterns, other projects have created networks that they can then observe. Hidden Histories, like Telephone Trottoire, is essentially a wireless network designed to inspire and facilitate new types of behaviour in public settings to create a particular culture of communication (Medosch 2009). By utilizing a variant of micro-FM radio transmission, Hidden Histories makes the network audible and legible, countering the predominant visual and spatial bias that has tended to characterise locative media, geo-mapping and attempts to make ‘invisible’ wireless networks ‘tangible’.
 
So is Hidden Histories a micro-FM station, a sound installation, an audio tour, or a local history trail? Perhaps it is none of the above, or perhaps all four. The existence of such a project in some ways exposes the lack of a critical sound-based vocabulary, especially when attempting to portray particular instances of the convergence of oral history and electronic media in their distinctiveness and social context. The project instead employs as audio content what Barry Truax of the World Soundscape Project has termed “earwitness accounts” (Truax 2001); vernacular testimony of experiences in the city. For example, there are stories of seafaring, working in the docks, the Titanic disaster, the experiences of immigrants from the West Indies and Asia after the Second World War, going to music hall shows or the cinema, supporting the war effort on the home front, and many others. Through the narrowcasting of these experiences, “little squares and corners of the city are enriched with a civil society version of history profoundly different from the official versions of history taught at school or being propagated by the mainstream media” (Medosch 2009). In this way Hidden Histories addresses a crucial problem long identified by official reports on children’s reading, which has particular relevance to Southampton as a multi-cultural sea-port city:

Consider the role of print in shaping children’s attitudes towards the world and relate it to the multicultural society in which they are growing up. The population of Britain has changed radically in the past forty years but books have changed little…Many children see cultural diversity all around them but find little confirmation of it in what they read (Whitehead, Capey et al. 1977).

Whilst reading matter is always seen as essential ‘nourishment’, ‘cutting oneself off’ from the acoustic environment through portable headphone listening, or the deliberate use of radio (or computer games or television) to create one’s own environment, tends to be seen as symptomatic of a general trend away from environmental awareness and community involvement (Truax 2001), and toward technologically induced human isolation.  As a freely accessible sound resource and micro-radio innovation, Hidden Histories belies this essentially deterministic value judgement, but does also represent a small but significant reversal of an identified trend towards the ‘mobile privatisation’ (Williams 1990) of the electro-acoustic environment.	
 	The Hidden Histories trail can be poignantly experienced through an essentially private mode of listening (headphones), or a group of people can experience their tour using at least one battery-powered radio. The latter mode of listening is not ideal for large groups; due to the limitations of reception and audible range (the very weak radio transmitters have a range of about 10 metres). However, for small to medium sized groups, this mode of listening may prove attractive, as group radio listening promotes discourse as well as consensus about exactly what has been heard.

It is also arguable that participation in the project actively promotes environmental awareness and community involvement, through access to a unique perspective on the collective memory and current day urban topology of the city (Medosch 2009). The participant becomes sensitised to the contrast between the harmonious intimacy of the earwitness accounts and the often discordant noise pollution of the city streets, and engages with collective memory by listening to a cross-section of vernacular voices recalling and summoning a shared past. The participant is able to use her radio or mobile phone not as a ‘conversational avoidance device’ but instead as a means to reconnect with the grounds of her personal identity. To collect experiences from the audio tour via the radio dial is to find “recourse to subjective constructions of memory, and what it means to be a participant…the work of memory is in fact radiophonic” (Labelle 2006). To be confronted by ‘difference’ or otherness in the form of these ‘migrant’ voices necessitates that we apply what Arjun Apparudai terms ‘the work of the imagination’, in negotiating difference whilst realising a relation to others, and remodelling the present (Apparudai 1998) in the light of this experience.
	 
The time-binding properties (Innis 1951/2003) of this media form allow participants to receive communications from, and about, the past, creating cultural continuity. The participant is able to explore streets and parks whilst filtering the “sediments of a reactivated past” (Medosch 2009). The project therefore represents a re-inscription of real time, but also real space. Taking the audio tour, I was struck by the coupling of content (the oral history) and physical context or place, to achieve site-specific localisation. The primary examples are recollections of the Titanic and shipwrecks around the Titanic memorials, and of ‘home front’ life during World War 2 near the (WW2) Cenotaph. At Node 1, as I listened to an interviewee recalling her father, a seaman and Titanic survivor, setting off on his bicycle on each anniversary of the disaster to the Titanic memorial in East Park, I gazed across at the memorial, from my standpoint at the corner of Bedford Place (see the trail map, image 5). The poignant testimony was followed by a short burst of what sounded like a present-day recording of the soundscape at the present-day Titanic memorial, a hubbub of traffic noise drowning out voices, an echo of the ambient background noise an ordinary pedestrian would ordinarily hear in this location. This ambient sound might have actually been a recording of ships at the docks, and this would have been equally appropriate; the important aspect here is that the transmission of oral history from the nodes begins to work on the listener’s imagination. Such ‘locational’ experiences and imaginative speculations are perhaps evidence of the rooted and expressive culture of oral history as embodied witness inseparable from its place of origin. ‘Listening in’ is a licence to lived encounters with, and within, the city. As someone with only a very cursory knowledge of the history of Southampton, I wonder if residents of the city might find that the audio-tour resonates “the background of meaning which a landscape suggests to those familiar with it” (Berger 1991).

When creating the audio pieces, Armin Medosch was careful not to be too ‘heavy-handed’ in editing the oral history to match spaces heavily influenced and imbued with the presence of commemorative memorials (Medosch 2008). The participant is quite naturally drawn to the synthesis between past and present and between the invisible sonic memorial and the physical, tactile memorial. Both the node and the memorial are “apparatus that configure distance in an intensive rather than extensive way” (Chandler and Neumark 2005). The aesthetic and emotional resonance of physical memorials is not in doubt, but we can also attest to the ideological dominance and institutional silences of such “contemporary organs of remembrance” (Haskins 2007). Medosch recently explained some of his design motivations in ‘allocating’ the oral history to specific locations:

The composite aim was to avoid pathos and to avoid calling into service the notion of the sublime. Rather, I employed irony, contradictions and the “wit of the people” to work against the sometimes dominant architecture of places. For instance, one node was placed next to a former luxury department store, Tyrell and Greens [see image 4]. In the past this shop had doormen who would not let poor people in. On this node a selection of stories about the food of the poor is being played. The food that poor people in the past had to eat truly sounds horrible, but I selected people who were not moaning about that but told those stories with verve and humour. Overcoming poverty and hunger can be read as defiance of and resistance to the implications of food shopping and present day consumerism (Medosch 2009).

Considering the ‘ideological dominance’ of memorials and architecture as a form of ‘dominant memory’ alerts us to the power and persuasiveness of historical representations, their connections with institutions and the part they play in manufacturing consent (see Johnson and Dawson 1982: 207). Telephone Trottoire and Hidden Histories are examples of DIY culture that mirror the aims of the oral history movement itself by opposing dominant memory in favour of vernacular memory, by democratizing the practice of authorship, and by lessening the distance between ‘journalist’ or ‘historian’ and what Ken Worpole has termed ‘the originating constituency’ (Johnson and Dawson 1982: 215).
Although Hidden Histories is not ‘interactive’ in any sense of technical interactivity, it is a form of participatory radio art, of “receptive participation” (Bishop 2006; Medosch 2009). Hidden Histories is, like Telephone Trottoire a horizontal and open grassroots system, which has participants rather than an audience as such. Hidden Histories, like a mini-FM station, has the potential to be magnetic, despite being essentially ‘radio without an audience’ (Tetsuo Kogawa, quoted in Chandler and Neumark 2005), transmitting across distances easily traversed by foot. Unlike mini-FM stations, however, Hidden Histories is not a ‘manned’ or mobile radio station, and has no need of studio premises or conventional broadcasting equipment.                

This project model represents an opportunity to promote the study of communities through oral history and new media. Crucially, it also hints at the prospect of situated and sustainable (environmentally friendly) media forms, as the functioning of the project involves affordable technology and a minimal degree of remote management. Hidden Histories exploits the increasing convergence of technology, short-circuiting the route between the (oral historian’s) tape recorder and ultra-local FM transmission. Bluetooth technology also enables new or potential participants to find out about the project, as each node scans the environment for phones with the Bluetooth function on. Once permission has been granted from the mobile user to allow further information to be sent, the node sends a text message, announcing the node, the FM frequency and information about the type of content that can be heard. It has been proposed that at a later stage the audio clips may be augmented with images and even film clips. 
The innovative use of Bluetooth technology points to the possibility of increasing the potential communicative reciprocity of the project, along similar lines to Telephone Trottoire. This potential has already been partly realized – as part of the Waves exhibition in Dortmund in May 2008, a similar model of Street Radio was extended into interactivity, reaching out and connecting with people via their mobile phones (Medosch 2009). If access point services were created for Hidden Histories and the technology and software augmented, potentially the wireless network could broadcast responses to the oral histories uploaded by participants from their mobile phones. Through this process, a variant of Hidden Histories could emerge as a community effort in which participants effectively ‘tag’ the environment with invisible sonic content (Rueb 2002), embedding social knowledge in the wireless network of the city, and deepening the relationship between content and physical context. This would also deepen the subversive possibilities of the project, in facilitating the rejection of  ‘dominant memory’ by a cultural group already in possession of a sufficient and valid version of their own history (Layton 1994: 14). 

Alexei Blinov and others at the London-based wireless collective Hivenetworks, have, in designing the Hivenetwork nodes according to Armin Medosch’s idea of an oral history trail, created an interesting paradigm of radio communication. As we noted earlier, conventional media technologies, when interposed, allow or enforce a physical distance between the parties, which tends to distort, reduce or eliminate communicative potential (Enzensberger 1970/1976; Franklin 1999). Hidden Histories diverts from this unidirectional, space-biased model, and represents an example of local and dialogic ‘small media’ (Spitulnik 2002), which can be seen a means of exploring the secondarily oral (Ong 1980) bias of electronic communications. 
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^1	  As Perks and Thomson have noted, In challenging orthodoxies about historical sources, methods and aims, oral history has generated fierce debates; for example about the reliability of memory and the nature of the interview relationship, or more generally about the relationships between memory and history, past and present (Perks and Thomson 1998: ix).
^2	  A bias towards space can be firstly and most broadly be identified in the centralized and capital-intensive structure of paternal, state or commercial broadcasters, whose ability to diffuse cultural products over vast areas has greatly benefited those who already possessed capital (financiers, share-holders and corporations) in the first place. Communication technologies such as film and radio broadcasting have been identified with ‘the new and modern’, in contradistinction to local and vernacular culture, which is often negatively portrayed as ‘backwards’ or ‘parochial’. However, as Innis argued, the more such ‘mass media’ have abdicated their responsibilities to reflect or document the decentralized growth and diffusion of this culture (which represents the milieux or habitus of much of their audience), the more unresponsive, didactic or irrelevant their cultural products have become.
^3	  This occurred because those entitled to broadcast on the BBC possessed what Bourdieu termed ‘linguistic capital’, a ‘profit of distinction’ whereby the linguistic skills that gain the most prestige are those that are most unequally distributed in society, in the sense that the conditions for the acquisition of the capacity to produce (rather than receive them) them are restricted (Bourdieu 1991: 18).
^4	  Professor Christopher Verney Salmon (1901-1960), although now little known, had an illustrious career as an academic and as a BBC radio producer and manager. Having received his MA in philosophy at Oxford, Salmon studied with the famous philosopher and founder of phenomenology Edmund Husserl in Freiburg, under whose direction he defended a PhD thesis on Hume’s philosophy in 1927. After lecturing at the University of Belfast, he joined the BBC in 1934, where he worked as a radio producer specializing in features and literary talks. He later became Head of Talks, and Controller of the Home Service. He left the BBC in 1946 to return to academia.
^5	  As recently as the beginning of the 20th century, a reform movement was initiated in China to introduce simplified characters and make literature available to the masses.
^6	  In the course of this chapter we will examine some of the barriers to participation in radio broadcasting, with the example of early BBC broadcasting. Of particular relevance here is the early BBC’s reliance on experts and professionals in the establishment of a pedagogical relationship with its listeners, as we will see.
^7	  The social function of memory thus epitomizes the homeostatic organization of the cultural tradition in oral society, in which language is developed through intimate association with the experience of the community, and learned through face-to-face contact (Goody and Watt 1962-3/1972: 315).
^8	  Of course, listening to radio generates an experience that is very different to that of reading words printed on a page. Radio voices and sounds carry information in their timbre and ambience that transcend with musicality the literal meaning of the words transmitted.
^9	  Whilst many have pointed to radio’s role as primarily a carrier of recorded music, Berland has argued that the assumption that music is the ideal programme content for radio rests on “the equally convenient assumption that radio listeners are mainly not listening very closely and that this is the ‘natural’ condition for radio communication” (Berland 1990). Thus radio’s role as a carrier for recorded music tends to support its status as a secondary medium.
^10	  What might otherwise be considered a technological limitation of the radio medium actually enhances the intimacy of the interaction. In-depth interviews with selected phone-in listeners have revealed that not being able to see or even be aware of the host’s appearance (and vice versa) has contributed greatly to the listener’s level of relaxation and satisfaction with the media encounter (Avery and McCain, ibid, p. 129). This is clearly also true of much of the interaction that takes place on ‘blogs’, Internet chat rooms and messaging forums, which are characterised by the immediacy, intimacy and polyphony usually attributed solely to face-to-face communication, despite lacking the non-verbal, visual ‘feedback’ process of body language, gesture and facial expression.
^11	  Interestingly, The Radio Handbook, a foundational text for anyone interested in studying or working in radio, directly contradicts Innis’ observation, in stating that one of radio’s unique qualities is its ability to talk directly to the audience; “Although it is a mass medium it does not address the ‘mass’ but the individual” (Fleming 2002: 13). The intimacy of the radio listening experience is nowadays frequently asserted, despite the knowledge that this experience is often shared by many thousands of people. 
^12	  Interestingly, oral history has also often neglected the primacy of voice, in the emphasis on transcription and archival philosophy, and the attainment of ease of use and maximal access (universality of reception).
^13	  Scannell offers two counter-arguments against such criticism:It is often said of broadcasting that it is a one-way medium, that the audience can’t talk back, that there is no direct feedback. This is obviously true and the point is usually made in arguments about the power of broadcasters over their passive audiences. But against this two counter points can be made: the first is that in many face-to-face contexts the audience can’t talk back – a religious service, a lecture or a concert performance are obvious instances. Two-way talk, in which participants have equal discursive rights, is only one form of talk though it should be thought of as the primary and prototypical form. The second point to be made is that while the central fact of broadcasting’s communicative context is that it speaks from one place and is heard in another, the design of talk on radio and TV recognizes this and attempts to bridge the gap by simulating co-presence with its listeners and viewers (Scannell 1991, ibid.).Scannell’s reasoning, whilst sound (no pun intended), does illustrate the tendency of a visual-based culture to privilege linearity over participation and simultaneity in speech communication. As a contrast to this ‘eye-culture’, Somers uses McLuhan’s term ‘ear culture’ to refer to oral, pre-literate cultures in which speech communication bears striking differences from the roles of speech in eye cultures (Somers 2002). He offers the example of residual orality (the ‘survival’ of oral tradition) within African-American church services, where the preacher uses a variety of inflected forms of speech (whispering, shouting, chanting) and the congregation show their appreciation and understanding by verbally adding comments during the Pastor’s delivery. “Thus listening itself becomes a process of speaking simultaneously with the preacher” (Somers, ibid). This contrasts with the type of church service that Scannell alludes to, in which the priest delivers his sermon with a very controlled voice having limited variation in pitch and loudness, and in which the listeners here never speak out loud while listening (indeed they might be asked to leave the service for being disruptive). The latter service is linear – the congregation only speak or sing when it is signalled that it is their turn to do so, and this conditioning operates not just in terms of communicative context (the behaviour of the performer and the setting) but more profoundly, in terms of the bias towards a visual (here scriptural) culture. 
^14	  We must begin to consider the effects of radio broadcasting on society in the same manner as anthropologists have considered changes in the transmission of knowledge to be correlated with the nature and social distribution of the writing system. For the purposes of this thesis, this means a consideration of the social constraints placed upon the medium, in terms of accessibility – the medium’s intrinsic efficacy (or lack thereof) as a means of shared communication, and the degree to which the use of the medium is diffused throughout the society (Goody and Watt 1962-3/1972: 320).
^15	  Canadian radio broadcasting has a history of soliciting audience participation. Beginning in the 1930s, Canadian radio forums exemplified the use of a one-way communications medium to foster two-way communication on local, provincial and national levels (Beattie 1999; Romanow 2005). These forums were listening groups that commented on and contributed to radio broadcasts, in the manner of ‘town hall’ meetings. In Newfoundland (all the following examples are explored in depth in Chapter 3), the Barrelman programme as presented by Joseph Smallwood (1937-1943) (and later Michael Harrington) regularly solicited written items of folkloric or historical interest from listeners for incorporation in a weekly broadcast, building up an interactive and intimate relationship between presenter and audience. Another hugely popular programme, The Gerald S. Doyle New Bulletin (1932-1966) incorporated personal messages from listeners into a news broadcast in order to provide a public service to isolated communities with meagre or non-existent communication facilities. Finally, the widespread popularity of the long-running Fisheries Broadcast (1951-) beyond the occupational community which it explicitly serves can be attributed to the show’s inclusion of vernacular storytelling (The Chronicles of Uncle Mose, 1953-1961) and, later, ‘call-in’ and ‘call-out’ telephone interviews, which have lead to a preponderance of vocal diversity, regional accents, humour, and local colour ‘alleviating’ the mood created by the industrial ‘hard facts’. Conversely, ‘hard facts’ have often been couched in the storytelling – advice on and criticism of governmental welfare policies were frequently incorporated into The Chronicles of Uncle Mose, as we will see in Chapter 3.
^16	  The interposition of recording equipment ‘between’ the microphone (the point of social contact) and the studio transmission technology (the point of delivery) created a new dialectic between interpersonal interaction and the mass medium. As Marshall McLuhan theorized, communications media always function as hybrids, with one acting as the ‘content’ of the other, creating new relationships in their interaction (Grosswiler 1996).
^17	  Paradoxically this occurred despite the fact that the use of actuality (recordings) in radio broadcasting increased the degrees of separation between the original sound (source) and its electro-acoustical transmission or reproduction, a twentieth-century phenomenon Schafer has termed ‘schizophonia’. Actuality, like all radio, is a form of ‘acousmatic’ sound – a sound one hears without seeing its originating source.
^18	  ‘Participatory Action Research’ (PAR), which has been influenced by the study of oral culture by scholars such as Milman Parry and Walter J. Ong, is a recognized form of experimental ‘active co-research’ that focuses on the effects of the researcher’s direct actions within a participatory community, typically to improve ‘social practice’ or ‘performance quality’ within an area of concern. The crucial aspect of PAR is that it is conducted not just with, but also by and for those to be helped – it proceeds through repeated cycles in which researchers and the community start with the identification of major issues, concerns and problems, initiate research, initiate action, reflect on this action through dialogue, and proceed to a new research and action cycle (see, for example, Chambers 1983).
^19	  At the same time, it reinforced the standardization of world time in an industrialized era in which “Greenwich pips ensure that factory clocks can calculate the price of labour down to the last penny.” (Gray 2004: 249).
^20	  This reproduced the dominance of standard English and the subordination of other social dialects in society, which can be conflated with the dominance of the capitalist class and the subordination of the working class (Fairclough 1989: 57).
^21	  The BBC often placed itself at a social distance from its listeners by failing to furnish them with the right to broadcast. As John Grierson noted in 1954,Radio, like the cinema and the newspapers, is one of the powerful new forces which impel us to live life at a distance. In this respect, the B.B.C. is the unwitting instrument of the results whatever they may be. It cannot be blamed for them any more than any other operator of radio. The question is whether, with its orthodox educational and cultural policies, the B.B.C. has put life at a greater distance than it would be if it were, like the movies and the newspapers, closer to the people, commoner about its function, and altogether more exciting in its habit (Grierson 1954).Here, however, we must also consider an opposing point of view to that of Grierson – that the British people have historically felt that radio belonged to them in a way that they seldom felt about the cinema, or about newspapers. Robinson has suggested that one of the reasons for this may lie in the security provided by the BBC’s stewardship of the public medium, rarely questioning normative values and customs, and hardly ever threatening the audience with extreme views, bad language or blasphemy (Robinson 1982: 68). By this token, many listeners were glad that the BBC was not ‘commoner about its function’. As I note in Chapter 2, Grierson goes on to suggest that the BBC’s experiments in ‘observation’ (“its distinguished record in the invasion of privacy”) have been obstructed by a rather British sense of decorum and reluctance to probe. 
^22	  Having placed such a premium on the constant maintenance of impartiality, the BBC was vulnerable to criticism in situations where it could not script or orchestrate ‘actuality’. For example, in the context of a lack of coverage of the Czechoslovakian crisis in 1938, the BBC was accused by Charles Madge and Tom Harrisson (the founders of Mass Observation) of indulging in “the half-magical sense of sharing in events” by relying solely on the relaying of Chamberlain’s speeches by outside broadcast (Madge and Harrisson 1939). They argued that, in a time of conflicting rumours and divergent opinions, and in the absence of any official statements, Chamberlain’s speeches “did something which revealed once more the possibilities of wireless. They allowed us to gather impressions from the tones of the speaker’s voice.” (ibid.) They quoted a commentator who believed that Chamberlain’s broadcast from Heston airport “may have conveyed an effect of strain and breathlessness which was entirely absent from the speech as delivered.” Hugh Gray, writing in The Listener on this subject on 2nd February 1939, noted that this was certainly not the case with Chamberlain’s ‘stage-managed’ broadcast from the Cabinet Room (Gray 1939).
^23	  A form of upper-middle-class speech probably was becoming the ‘correct’ one regardless of the BBC, and in this way Corporation was reflecting societal pressure against the use of dialect or socially and regionally marked accents. It is possible that broadcasting speeded up the process whereby dialect speakers developed ability in ‘code-switching’ – switching from one language variety to another when the situation demanded it (Trudgill 1983: 75) – but only where the individual enjoyed the right to continue using a non-standard dialect at home, with friends, and in certain circumstances at school. Working-class children in the 1960s, for example, often spoke ‘BBC English’ at school but reverted to the vernacular at home (Jackson and Marsden 1966: 114). Ironically, these dialect speakers have often been made to feel linguistically (and therefore socially) inferior despite displaying remarkable vocal sophistication in their ability to code-switch. These changes, however, were gradual, and the trend towards dialect levelling and standardisation of speech has been uneven, with a good deal of evidence of resistance against this trend, with various aspects of regional and multi-cultural speech being propagated and preserved in modern Britain. Doctors, lawyers, scientists, teachers and politicians who featured in radio programming today can be heard using Estuary English or other mild forms of regional accent, whereas thirty or more years ago this would have been rare. It is symptomatic of RP’s decline that recordings in the British Library’s National Sound Archive have provided an essential resource for the study of this peculiarly British ‘social accent’ by those young thespians aspiring to play characters in plays by Wilde, Coward and Shaw, whose accents are increasingly remote from their own (Morrish 1999).
^24	  The persistence of regional and class accents and idiom represented evidence of how comparatively isolated from each other England’s speech communities still were, as they also were in a wider cultural sense (McKibbin 1998: 517). The survival of regional or local accents suggests that much of the English working class and a smaller part of the middle class still inhabit single, rather than multiple, speech communities. This represents evidence that social norms set limits to the freedom of intercommunication: Control of communicative resources varies sharply with the individual’s position within the social system. The more narrowly confined his sphere of activities, the more homogenous the social environment within which he interacts, and the less his need for verbal facility (Gumperz 1972: 226).
^25	  People who featured in radio programmes have historically tended to enjoy higher credibility and status because they were chosen to broadcast to large numbers of people (Avery and McCain 1986: 127). This credibility tended to create imbalance in the relationship of ‘social contact’ established between the listener and the media ‘source’ (we will return to this subject briefly in Chapter 3.4 by looking at a Newfoundland programme – The Chronicles of Uncle Mose – which corrected and critiqued this very imbalance).
^26	  There is the attendant technical dilemma of whether physical co-presence is necessary to produce group cohesion – is audio contact sufficient to create synergistic effects, or is visual feedback as to the reactions of others essential to effective group interaction?
^27	  Durkheim had related the progressive division of labour in society to an increase in social interaction, and stipulated that “the number and rapidity of the means of communication and transportation” were a visible and measurable symbol of changes in dynamic (or ‘moral’) density (quoted in Gregory 1977: 85).
^28	  Mass Observation both influenced and paralleled a ‘sociological turn’ in BBC Listener Research, with Robert J. Silvey demonstrating to the upper echelons of management that the gathering of qualitative information about listeners’ habits, tastes and preferences did not and would not lead the BBC to ‘surrender to majority opinion’ (Nicholas 2006).
^29	  We should, however, remember that the type of radio broadcasting which Madge refers to ultimately cannot approximate to what Habermas referred to as an ‘ideal speech situation’, which is predicated on equal opportunity to participate in order to achieve consensus. Unlike face-to-face communication, the distance (space-bias) built into radio broadcasting means that addressers do not know who their addressees actually are. Therefore an ‘imaginary addressee’ must be constructed, an implied reader with particular values and preoccupations (Talbot, Atkinson et al. 2003: 12). Through the construction of this imaginary addressee, media producers are placed in a powerful position, from which they can attribute and propagate values and attitudes to their addressees in a ‘taken-for-granted’ manner. A listener who feels an affinity with the imaginary addressee inscribed in a text is then likely to accept the activated role it offers unconsciously and uncritically. Conversely, the space-bias of broadcasting may enable a listener to be more aware of the positioning and perhaps more critical of it (ibid, p. 12). This thesis suggests, however, that the use of oral history in radio broadcasting represents an obviation of, or at least a more equitable alternative to, the media inscription of the implied addressee, allowing ‘lay speakers’ to present themselves to listeners, albeit through the mediation or facilitation of broadcasters or broadcasting personnel.
^30	  The manner in which they are marked depends upon the specific community in question – whether such boundaries are physical, statutory, linguistic or racial. Yet not all boundaries are objectively apparent, and they may be thought of as existing in the minds of their beholders. This is the key to the symbolic formation of community, which was intensified with the advent of the industrial revolution and vernacular mass printing; “as physical boundaries became more porous and institutional constraints more lax, the ties that bind were increasingly to be sought, and indeed came to be found, in the realm of the symbolic” (Silverstone 1999: 98). Symbols or signifiers, however, have always functioned as tangible embodiments of shared values and ideas. As Durkheim wrote in 1915, “without symbols, social sentiments could have only a precarious existence” (Durkheim 1915: 231). It is through the symbolic realm that we realize and affirm who we are and to what group(s) we belong (i.e. a subculture, community or nation), and this affirmation increasingly takes place nowadays through broadcasting and the digital agora of the Internet. An ability to accommodate – rather than oppress – difference is an important indicator of ‘healthy’ and ‘liveable’ communities in a fragmented and multicultural world (Dixon 1995: 332), and radio broadcasting has had a significant and under-researched impact upon this process.
^31	  The Light Programme was a BBC radio station, which began broadcasting mainstream light entertainment (what the BBC referred to as ‘variety’) and music on 29th July 1945, taking over the longwave frequency previously used before 1939 by the BBC National Programme. It was intended as the domestic replacement for the successful wartime BBC Forces Programme, which had engaged civilian audiences in Britain as well as members of the armed forces.  
^32	  The idea that the ‘wartime spirit of collective endeavour’ even temporarily effaced class boundaries is, however, a myth that has been debunked through the collection of documentary and oral history. For example Mass Observation research on Britain during the Blitz revealed “significant anguish, discord, class division and resentment” (Smith 2000: 24-5), which challenged this retrospective solidaristic impression of the war. Sometimes the continued existence of class boundaries were signalled by blind snobbery, as with one man’s reminiscence of radio listening as a schoolboy during wartime, and the surprise displayed by his family at hearing ‘other ranks’ sounding informed and articulate:Members of my family used to remark on this, ‘Bright chap for a gunner/ordinary seaman/lance corporal” and it was difficult for them to realise how comments like this illustrated one of the worst of British faults…the snobbish awareness of class and rank (quoted in Longmate 1971: 434).
^33	  The BBC was compelled to reform its Reithian vision of broadcasting, which had always positioned the Corporation as occupying a central (top-down) role in raising cultural and ethical standards, and regarded broadcasting as a vehicle of national discipline (Avery 2006). In 1945, the BBC’s then Director-General William Haley stated that it was the BBC’s duty to provide programmes that would appeal to all classes (in the broader context of vigilance against fascism or anarchism), which meant an expansion of programming as well as coverage (Briggs 1995; Clark 2003: 26).
^34	  The paucity of published information on the post-war BBC Regions (excepting the relatively well-documented so-called ‘national regions’ of Northern Ireland, Wales and Scotland) outside of the BBC Written Archives is unfortunate, as in many ways this was an auspicious time for the Regional broadcasting. Briggs has stated that Regional broadcasting after 1945 flourished for a period of time as it had not done for many years (Briggs 1991: 170). Oral histories of former Regional staff from this period need to be recorded before they are lost forever. For example, this would provide useful information about the news bulletins, current affairs programmes, magazine programmes and ‘participation programmes’ that were introduced after the war.
^35	  In this way, Rodgers’ methods of programme productions paralleled those of Denis Mitchell (a BBC North Region Features Producer), as we will see later in this chapter. Both men preferred not to prejudge or anticipate what their interviewees would say, and let them speak at length.
^36	  This was a built-in form of federation which compensated for the ‘streaming’ of programming in the post-war era (with the stratification of the National Programme into the Home Service and Light and Third Programmes), as it provided incentive for Regional Programme Heads to pitch programme ideas to the channel controllers (Donnellan 1988: 11). If the network rejected such programmes the Regional Programme Head was therefore still able - if he believed in the judgement of an idea or a producer - to back them with independent funds.
^37	  I am indebted to Jeff Webb, of the History Department at Memorial University, Newfoundland, for this metaphor, which he used to describe the role of the CBC Region (in conversation with present author, August 2007).
^38	  In other words, he documented life in very small communities (a school, a rural village) over extended periods of time, by making repeated trips to record the voices and sounds of everyday life there.
^39	  As the then Controller of the West Region, Gerald Beadle, explained in 1951, this idea generally worked very well, but the chief difficulty lay in the selection of the six to eight people to speak for each village (ibid.). The team rejected the solutions of asking those holding office to speak (too dull), or asking knowledgeable villagers to nominate those to speak (which rendered problematic the pursuit of objectivity). To carry out this project thoroughly it would have been necessary for the producer (usually either Peter Maggs or Alan Gibson) to act like an ethnographer by residing in the village for several weeks to acquaint themselves with the community intimately, but for reasons of economy, two days was the most that could be allowed.
^40	  Eliza Jane Barker and Lily Browning Hooper, two of the school’s first intake, talk to Bennett at the schoolmaster’s house, sharing their childhood recollections of skating (‘skittling’) on the ice and then warming themselves by turf fires during the winter months, and the schoolmaster Hooper (Lily’s grandfather) teaching geography by pointing his cane at a map of the wall, and then using said cane to punish children who were late back into the school after break. During Hooper’s time there was only one schoolroom (now there are two), and Bennett notes that there are now coke-fired stoves rather than turf fires. Discipline is clearly less strict in the contemporary period - Bennett is most concerned that school finishes early enough that the children can walk home before dark, as the school still does not have artificial lighting, and is at the very centre of Bodmin Moor (Acton-Bond 1948).
^41	  Goffman’s work frequently applies the metaphor of drama to the study of face-to-face interaction in social life, in which people play a multiplicity of roles on different social stages. Thus for each audience we reveal a different version of ourselves. Making a concerted effort to perform a social role, or project a socially meaningful persona or set of impressions can be equated to onstage or ‘front region’ behaviour. Conversely, all role performers tend to have backstage areas or ‘back regions’ in which they can learn or rehearse their roles, and exchange strategies and jokes with ‘team mates’ (Goffman 1969; Meyrowitz 1986).
^42	  For example, there are snatches of talk at the late night whist drive in the school (one departing participant remarks “I shall have my breakfast when I get home!”); a choir practice in which a swallow flies into the low porch of the chapel and has to be retrieved; the scratchy tannoy and the rumble of horses’ hooves in the Bolventor Sports Day on August Bank Holiday; the auction of donated gifts at the Harvest Festival; speeches at the Women’s Institute birthday party; and songs, recitals and a play at the school at Christmas.
^43	  As Chaney has argued, contrary to the established view that 'ritual' is less significant in secular industrial societies than it was in earlier folk cultures, the scale and nature of modern societies (where, as we have discussed, a sense of collective identity must be continually invented) has determined that ritual has become more appropriate as a mode of dramatizing and constituting 'community' (see discussion in Morley 1992: 284). Collective ceremonies have not disappeared from the institutional calendar; instead they have been made more accessible and less arcane through their dramatisation as media performances (Morley 1992, ibid.). Some of the most important rituals were, of course, royal occasions. As anthropologists have observed, centralized political systems offer the reign of kings as the building blocks of a community’s shared timescale (Layton 1994: 9), and this was consistently reflected in the BBC’s scheduling of programming.
^44	  The opportunity to broadcast national events was a convenient way in which the BBC could overcome restrictions on the gathering of news (restrictions which resulted largely from the fact that the press saw broadcasting as a threat to its operations). As Raymond Williams has noted, early broadcasting’s functions were largely circumscribed to relay of and commentary on ‘outside’ events – this meant that a balance could be struck with existing communications services, in order that a limited revenue - from licence fees - could finance a limited service (Williams 1990: 30-1).
^45	  In presenting their material, the BBC staff that relayed ‘nationally significant’ outside broadcast events used methods of stage-management antithetical to Acton-Bond’s unobtrusive methods of collecting actuality, and - also unlike Acton-Bond - did not generally intervene to edit them, instead observing the real time of the duration of the events. In Year’s Round at Bolventor Acton-Bond compresses fragments of the social, sacred and sporting calendar of a small, remote village into a radio feature of approximately 45 minutes. In doing so he created (via editing) a microcosmic model of an alternative or imaginary paradigm of broadcast scheduling in which still-existent communal traditions of entertainment are celebrated as the ‘stuff of radio’. This type of schedule can perhaps be likened to that of magazine programmes broadcast by modern-day community radio (which seeks to restore ‘local cultural systems and values’). Despite the ‘parish pump’ character of Year’s Round at Bolventor then, Acton-Bond took a very unconventional approach to duration and the creation of co-presence in the broadcasting of public events. Acton-Bond’s experimental programmes can perhaps also be regarded as symptomatic of a radical-patriotic version of the idea of heritage which emerged during the wartime and post-war era (Samuel 1994: 208), as in the 1940s documentary films of Humphrey Jennings, renowned for their use of ingenious montage and their combination of unobtrusive observation and semi-dramatised events.
^46	  The programme conveys this vernacular reality through the prism of Reg Bennett’s narration (Bennett is the schoolmaster of the village, a broadcasting ‘natural’ who had also narrated School on the Moor). In a relaxed and convivial manner, Bennett reminisces about specific moments of these days, and then these memories are vividly evoked in sound by Acton-Bond through the introduction of cleverly edited ambient sound, which fades into or out of the narration. In this manner both Bennett’s recollections and the ambient sound allow the listener to ‘enter into’ the scene. For example, Bennett recalls that “a huge turf fire had been stocked up” in the old one-room schoolhouse for the Women’s Institute event, which “made your eyes smart when you came in”, after which we hear the crackling of the fire as a continuous backdrop to the chatting voices. The narration is full of imagery, as Bennett gives very precise descriptions of the weather conditions, star constellations, or of the pitch blackness of Bodmin Moor beyond the reach of the village’s oil lamps, which suggest that producer Brandon Acton-Bond had encouraged him to observe these details and write them in a diary for later inclusion in the programme.
^47	  This disparity can occur between the social memory of local, regional and national groupings as we can see in a clearer and more astringent example from Newfoundland broadcasting. July 1st in Canada is a federal statutory holiday, celebrating the anniversary of the enactment of the British North America Act of 1867, which united Canada as a single country of four provinces. Canada Day (formerly Dominion Day) was the date set for a number of important events, including the inauguration of the CBC’s cross-country television broadcast in 1958. In Newfoundland July 1st has had rather different connotations, however, and this is not just because of Newfoundland’s late entry into Confederation (in 1949). The province of Newfoundland and Ladbrador declared July 1st as Memorial Day to commemorate the Newfoundland Regiment’s heavy losses during the first day of the Battle of the Somme in 1916. Therefore what was a day of celebrations throughout the rest of Canada was mostly a day of mourning in Newfoundland, which meant that CBC staff in St. John’s were disinclined to produce programming commemorating Confederation on that particular day (Gunn 2007). There is no standard mode of celebration for Canada Day; professor of International Relations at the University of Oxford Jennifer Welsh said of this: "Canada Day, like the country, is endlessly decentralized. There doesn't seem to be a central recipe for how to celebrate it – chalk it up to the nature of the federation” (Allemang, Valpy et al. 2008).
^48	  With the coming of the truly portable tape recorder many years later, Charles Parker experimented with a literal ‘eavesdropping’ technique to collect material for a programme about an army exercise on Salisbury Plain called Polar Bear’s Picnic (1954). The programme was not a success, and Philip Donnellan later described Parker’s attempts to assemble the programme from ‘the tattered shreds of conversations, and weave them into a compelling garment of sound’ (quoted in Cox 2008: 26). Parker would soon abandon the idea of surreptitious recording in favour of attempts to ‘demystify’ the recording process and obviate awkwardness in the interview encounter by demonstrating to his interviewees the properties and operation of his portable tape-recorder. Yet Parker’s use of an ‘eavesdropping’ technique was formative, in establishing the importance of getting closer (literally) to his interviewees, in order to divine the essential truth behind their speech.
^49	  These newspaper clippings are undated and from unknown (unsourced) regional South African newspapers so I have not been able to reference them. Linda Mitchell kindly allowed me to make use of this scrapbook of newspaper stories.
^50	  In terms of critical status, Mitchell’s radio work has been overshadowed by his own later critically acclaimed television documentaries; yet key to the success of early BBC films like Morning in the Streets (which won the Prix Italia in 1959) are their ‘wild-track’ soundtracks, which demonstrate an expertise in the editing of tape-recorded actuality which he had developed in sound radio. Mitchell’s editing techniques created an innovative and impressionistic montage of voices and ambient sound, which, when combined with non-synchronous images in his television documentaries, gained the nickname of ‘think-tape’ in the industry.
^51	  Letter from Denis Mitchell to Jim Phelan, October 12th 1951. ‘Lorry Harbour’, North Region Features File. BBC WAC N2/65. 
^52	  Promotional leaflet entitled ‘Private Lives’, photocopy courtesy of Linda Mitchell.
^53	  Itinerary 15th-17th October 1951, ‘Lorry Harbour’, North Region Features File. BBC WAC N2/65, 1951-1952. This programme was probably Mitchell’s first collaboration with Ewan MacColl (formerly known as Jimmie Miller), who wrote ‘Champion at Keeping Them Rolling’ and ’21 Years’ for the programme. Ewan MacColl also provided songs for Mitchell’s next feature, The Railway King, an hour-long programme about George Hudson and the early days of the railways, broadcast on 29th May 1952 at 7.30pm on the North of England Home Service.  A shorter (45 minute) version was repeated on all Home Services except the Midland Home Service, on 4th January 1953 at 9.15pm. It was Mitchell’s idea to solicit songs from MacColl as linking narration, as the later railway-themed The Ballad of John Axon (1958) and the rest of the Radio Ballads series would do, and thus to build up a portrait of Hudson as a “folk-character” (Memo from Denis Mitchell to Miss Candler, Head of Copyright, 14th October 1952. ‘The Railway King’, North Region Features File. BBC WAC N2/107, 1951-1953). For his series Ballads and Blues (1953), which showcased British and American folk, blues and jazz, Mitchell again secured the services of Ewan MacColl as a scriptwriter and narrator, at a time when the folksinger and actor was regarded with a great deal of suspicion by the BBC for his left-wing political views. In addition to working with MacColl on Lorry Harbour, The Railway King and all six episodes of Ballads and Blues, in 1952 Mitchell produced a feature written by MacColl, called Scouse, ‘a collection of shanties, yells and forebitters’ about Liverpool city.
^54	  In this regard the series bears a similarity to the show that Studs Terkel began co-presenting at this time in Chicago, Sounds of the City, which also combined recorded interviews and eyewitness accounts with studio commentary and music. Mitchell was to collaborate with and influence Studs Terkel when he made the film Chicago in 1961. Robert Hudson has contributed his own account of these broadcasts: “With Denis Mitchell, a gifted features producer, I organised several large-scale broadcasts of Northern cities….For our programme on Hull, we placed Wynford Vaughan Thomas in a mobile transmitting van and gave him a police escort. Wynford, who was game for anything, then toured the city, dropping in at six varied but carefully prepared ‘OB’ locations, including the Mayor’s Parlour and a rather seedy Music Hall, to get the flavour of Hull. While Wynford was on the move, we played pre-recorded material from the studio. It was a tour de force for Wynford, but nearly gave me heart failure” (Hudson 1993: 152).
^55	  “Cricket at the Radio Show”, The Manchester Guardian, 11th August 1954, p. 3.
^56	  ‘People Talking: The Drifting Sort’, North Region Features File. BBC WAC N2/88.
^57	  Radio Times copy, ‘People Talking: The Drifting Sort’, North Region Features File. BBC WAC N2/88.
^58	  Memo from Kenneth Adam to C.P.Tel, July 7th 1958. BBC WAC, T31/379: Denis Mitchell, 1957-1962.
^59	  Memo from T.W. Chalmers (Controller of the North Region) to J.H. Mewett (Head of Film). BBC WAC, T31/379: Denis Mitchell, 1957-1962. 
^60	  On December 12th 2005, the BBC broadcast an ‘updated’ Night in the City on the 50th anniversary of the original broadcast, which juxtaposed Mitchell’s 50 year-old programme with new recordings made in city streets by Samantha McAlister. As female and male prostitutes talked about their lives in Mitchell’s original programme, the new version interviewed sex workers in London. Phil Daoust of the Guardian observed of the juxtaposition, “Some…stories have an eerie familiarity; others, from call-centre staff, rent boys and nuns who lived through the London bombings, show how radically our way of life has changed.” (Daoust 2005) Will Hodgkinson, also for the Guardian, noted, “What is remarkable is not how much has changed, but how little: in the stories of the drunks and the derelicts, generally only the details have altered” (Hodgkinson 2005).  
^61	  Memo from Denis Mitchell to North Regional Programmes Executive, 17th August 1954. ‘People Talking: Night in the City’, North Region Features File, BBC WAC N2/91.
^62	  “Thoughts about Manchester after dark”, report sent from Ray Davies to Denis Mitchell, undated (‘Not to be considered until after August 10’), ‘People Talking: General’, North Region Features File, BBC WAC N2/89.
^63	  Letter from Ray Davies to Denis Mitchell, September 1954, ‘People Talking: Night in the City’, North Region Features File, BBC WAC N2/91.
^64	  Series summary. ‘People Talking: General’, North Region Features File. BBC WAC N2/89.
^65	  This sense of wonder, which is concomitant with Mitchell’s ability to make the everyday seem miraculous, can partly be attributed to the fact that, after returning to Britain from South Africa, he saw everything afresh - he attained what Bourdieu has termed “that attenuated disorientation that leads to the act of looking” (quoted in Charlesworth 2000: 204), and was keen to explore the urban cities of the North. This was why his early work was imbued with a sense of wonder at the urban experience, as in Africa he had collected actuality in mostly rural areas, a very different environment to that of London or Manchester (Linda Mitchell, quoted in Franklin 2005: 66).
^66	  The Radio Ballad The Body Blow, produced by Charles Parker, Ewan MacColl and Peggy Seeger, and broadcast on 27th March 1962, would make similarly effective use of the same aural device, exploring what might be termed the psychology of pain and the physiology of voice. 
^67	  BBC Audience Research Report, ‘People Talking: In Prison’, North Region Features File, BBC WAC N2/90. 
^68	  Mitchell had already exposed the self-pity of the criminal elements of Manchester in Night in the City quite mercilessly: “Young and old, each with his own pet alibi, each his own accuser and excuser. Sometimes their talk forms into a repeating groove of complaint, a nagging whine of self-pity about anything and everything…” (Mitchell 1955)(Script page to show minor amendments requested by the Commissioners, ‘People Talking: In Prison’, North Region Features File, BBC WAC N2/90).
^69	  Through making such programmes, Mitchell had intuitively arrived at an understanding which many oral historians failed to reach (or agree upon) until the late 1980s, that “every life story inextricably intertwines both objective and subjective evidence – of different, but equal value” (Thompson 1989). For example, Mitchell collected testimony from a prisoner who speaks of his ‘virgin’ mother appearing in response to his prayers at night as a shadow on the cell wall. Here fantasy is just as important as fact - the prisoner’s delusion or fantasy about himself and his mother (or the Virgin mother) is just as important as any facts that could be stated about him or his fellow inmates, revealing far more about the effects of isolation than pop-psychology or a recital of statistics.
^70	  As Mitchell was drawn towards subcultures and eccentric or controversial subjects for his documentaries on radio and television, Mitchell’s notion of impartiality was bound up with his constant preference to let the listener ‘make their own mind up’, as well as his ability to switch seamlessly between two roles – that of the journalist (investigating a topic or a place) and that of the poet (creating an impressionistic sound portrait).
^71	  “A guy I met named Denis Mitchell who was a British film maker, I think influenced me a lot, a lot more than I realized…Denis once said he was looking for the “hurts” in people, the “hurts.” And I call it the hidden hurts.” Transcription of Studs Terkel’s dialogue in (Grele and Terkel 1991: 28).
^72	  Memo from Graeme Miller, Assistant Head of North Regional Programming, to A. H. R. B., 5th July 1957. ‘People Talking: Only Believe’, North Region Features File, BBC WAC N2/93. 
^73	  The number of individual programmes originated by Bell runs into hundreds. Bell wrote at least forty scripts, and the list of programmes he wrote include some programmes that deserve to be counted amongst the finest features ever devised for radio. Such a prolific output is extraordinary when we consider the political difficulties of broadcasting in BBC Northern Ireland. Douglas Carson, who commissioned and produced many of the programmes Bell wrote in his retirement, wrote an ‘obituary’ piece for the Irish Review which offers a possible explanation for this:The local management in Ormeau Avenue was frequently uncomfortable with his initiatives; and unionists at Stormont were alarmed. He fought his corner with determination. He frightened bureaucrats with his achievements. They feared his reputation and his wit. And always they were conscious of MacNeice and Gilliam, the network of associates in Portland Place. Effectively he used the strength of London to undermine officialdom at home…The struggle, however, distracted and angered him. He had joined the tabernacle which preached public service, and was treated like a heretic because he believed (Carson 1990).This last sentence would also serve as an excellent encapsulation of Charles Parker’s position, as a true evangelist for radio features in the BBC Midland Region whose enthusiasm and radicalism isolated him from his colleagues (I will discuss aspects of Parker’s work and his BBC career in Chapter 4 and 5). As with Parker’s success with the Radio Ballads, Bell’s career was buoyed up by the favourable critical reception of his work, and by the national transmission of features like Return Room, Rathlin Island and This is Northern Ireland. It is fortunate that Bell (like Charles Parker) was meticulous in preserving copies of his programmes, which are held at the BBC Northern Ireland Archive. Nevertheless, with such a prolific output, many programmes or actuality recordings were not preserved. In a programme entitled An Echo of Voices, broadcast in 1974, Sam Hanna Bell recalled some of the radio programmes that he had made during his career at the BBC in Northern Ireland. Perhaps the most poignant moment was when he recalled the voices that can never be recalled, which do not exist on tape to be retrieved and to enter into time once more:I’m afraid that a great many of voices that echo for me sound now in my memory, rather than on tape or disc. But that’s unavoidable – you can’t keep everything. And yet, I’d dearly like to hear again those men and women and children that Sam Dent and I met on our ‘Brave Step’ through the countryside. The old, old, Fermanagh man who traced for me the outlines of the hedge school by a roadside where he sat as a child… (Barfield 1974).
^74	  Whether this shift was actually the post-war trend in BBC policy is debatable, as Scannell has asserted that the tripartite division of BBC radio into the national channels of Light, Home and Third after the war led to the exclusion of Regional radio, which “persisted in attenuated form through the 50s and most of the 60s as a networked subsystem of the Home Service” (Scannell 1996a: 18-19). It is arguable, however, that the Regional ‘subsystem’ benefited from a reduction in institutional intervention from Broadcasting House, perhaps because of the broadening and diversification of programming that the BBC was undertaking. It is difficult to confidently assert whether Regional status was an index of autonomy or of isolation, but it is an intention of this chapter to suggest that the BBC Regions benefited from a renewed sense of cultural mission, which was inextricably intertwined with a renewed interest in regional culture in general in this period (see Baker 1950). According to Kenneth Adam (bearing in mind he was speaking as the BBC’s Director of Publicity at the time) “the dynamic reality of the BBC’s regional grouping” had begun as “a mere spatial expression dependent on transmitter coverage, and ended by creating a twentieth-century heptarchy in these islands” (Adam 1944: 34-5).
^75	  The two men were the first members of the station’s staff to be drawn from the working-class; they were both published poets and had previously worked together in editing and compiling Lagan, a literary magazine, which they had founded in 1942. Both men were also socialists, and chafed against the establishment attitudes and bureaucracy that often prevailed at the BBC Northern Ireland (Bardon 2000: 64). Finally, they were also both of Irish extraction – Boyd was the son of a steam locomotive driver and Bell, who was born in Scotland of Ulster emigrant parents, and had grown up in straitened circumstances on a small farm in County Down.
^76	  It has been argued that the promotion of a ‘regionalist ethos’ was, in fact, ideologically ‘loaded’, as the BBC had an ulterior motive in promoting regionalism in Northern Ireland - to preserve the fabric of the state (Clark, ibid.). As the BBC producer John Boyd noted, "The emphasis was almost entirely on the 'Ulster' way of life, and 'Ulster' was defined as the Six Counties only, and the Six Counties were predominantly Protestant…" (Boyd 1990: 57). As a Talks Producer Boyd chafed at the obligation to find short-story writers exclusively from Northern Ireland, even though the music department was given wider scope:The BBC governors in London seemed to imagine that Irish literature could be sliced up like ham to suit the political needs and appetites of the time. This stupidity, which was not confined to London, had the backing of Belfast. It was one of the cultural effects of partition. (quoted in Bardon 2000: 64)Boyd also protested vehemently against the failure of BBC Northern Ireland to employ a Catholic in a senior post until the mid-fifties. "This was no accident," he wrote, "but a deliberate policy of exclusion. Catholics were considered to be untrustworthy for posts of responsibility" (Boyd 1990: 74).
^77	  Given sustained unionist pressure on the BBC, it would seem surprising that Bell achieved any degree of tenure. To understand why he enjoyed such a long career as a radio producer, we must recount the particular circumstances under which he was initially contracted to work for the BBC in Belfast. Bell had submitted to the BBC a radio script about ‘the drift from the land’ which so impressed the poet and radio producer Louis MacNeice that he appointed Bell as a temporary Features Producer actually answerable to himself in the London Features Department and hence not at the censorial mercy of the management in Ormeau Avenue (the site of BBC Northern Ireland) (McMahon 1999: 44). According to Edna Longley, “MacNeice constantly used his own clout in the London Features Department to fortify Bell and Boyd in their constructive subversion of the unionist grip on BBC Northern Ireland” (quoted in McMahon 1999: 46). It would be interesting to try to discover if this unusual arrangement was replicated elsewhere – for example, features producer David Thomson spent much of his 26 year broadcasting career working in BBC Scotland as well as making features in Ireland though it would seem that he was in the employ of the BBC Features Department throughout. Certainly such an arrangement, in which a features producer working in one of the BBC regions is supported and fortified by their contacts in London, highlights the relative level of permissiveness which existed in regional programming in the post-war period, in contrast to the stipulations and restrictions faced by many regions in the interwar period (see Cardiff and Scannell 1991).
^78	  Although The Islandmen won much appreciation, there were still those who, like one member of the Advisory Council, questioned the veracity of the accents and of the dialect (Cathcart 1984: 183).
^79	  This format was repeated in other series’, such as the later Country Window (broadcast 18 April 1967 – 15 May 1968), which Bell produced and hosted. An edition of the programme repeated in September 1970 (Bell), a year after Bell had officially retired from the BBC, has a definite open-access feel and folkways theme, as Bell introduces snatches of oral history and interviews several storytellers and a folklorist both within the studio and ‘in the field’. Other series’ created by Bell sought to create portraits in sound of rural places (It’s A Brave Step) and occupations (Country Profile), or to document industries and social and environmental issues (Within Our Province), such as the Armagh apple industry, the housing problem, rope-making, afforestation, student nurses and the fight against tuberculosis.  
^80	  Although Bell was a committed socialist, his programmes were never deliberately political – it was the freedom which Bell and Boyd insisted on to reflect the life of Ulster as it was actually lived and articulated that was “inevitably subversive of the monolith” (McMahon, ibid.) Bell worked in Ulster for the entirety of his broadcasting career (which began in 1945 and extended beyond his official retirement in 1969), and in much of his work adopted a regionalist ethos as a means of promoting local culture and of circumventing divisive religious and sectarian issues. The interviewees that Bell recorded in his radio features were of every class and creed: Protestant, Catholic and Dissenter. He was inspired by the need to define Ulster as a separate region with its own unique identity, and the belief that its population’s diversity ought to be celebrated, not concealed (Vandevelde 2004: 57-58).
^81	  Interestingly, Bell’s recollection of the nature of that corruption many years later (in an interview by Terry McGeehan in the Sunday Press of 10 June 1984) blamed the erosion of oral tradition by literacy, a subject we began to explore in the first chapter: “There were no heroic myths; they were all corrupt as we soon learnt. One day we were recording an old fellow in the Mourne Mountains and he was telling us all about Finn McCool, Cuchulainn and Patrick, and the next thing he manages to drive a Cadillac into the story. He obviously had a son in New York or somewhere and he was mixing up myths with his letter home” (quoted in McMahon 1999: 52).
^82	  Clearly the work of the team represented ‘salvage ethnography’; the recovery of oral testimony threatened with ‘extinction’. An elderly man who insisted that Murphy record him at his deathbed confirmed this - the man was relieved that his old stories would not die with him, and likened the living of a life to the ploughing of a field, by telling him “Come as often as you can, I’m ploughing the head-rig from now on” (the head-rig was the last portion of a field to be ploughed, at its periphery). There was no doubting the lineage of such folk beliefs:Did our story-tellers believe in fairies? They were mostly seventy years of age and upward, but they were not as old as the whitethorn bush their grandfather had feared as a child. Doubt the story and they showed you the thorn; doubt the thorn’s age whence came the story? The question of belief then did not enter into the matter. A great number of the tales were family history and therefore, as far as we were concerned, incontrovertible. Most of these tales and experiences had never been seen in print by the story-tellers and yet men and women who couldn’t find each other’s district on a map could have repeated their story in chorus (Bell 1956: 70-71).This fits the trend in oral cultures towards an epistemology of continuous time and discontinuous space, as observed in folkloristics, and in the communication theories of Harold Innis (Innis 2003). The practical importance of the past as communicated in the cumulative oral knowledge of the elderly is thus unquestioned (time is viewed as continuous), whilst the spatially slow-moving, isolated and high distortion tendencies of spoken language fosters a contractionist worldview geographically limited by ‘known places’ (space is discontinuous) (Narváez 1986: 128-130). Indeed, the map of Ulster is marked by names conferred on them by witnesses to the ‘People of the Sidhe’ in testament to local knowledge – Rashee, the Fort of the Fairies in Antrim; Sheetrim, the Fairy Ridge; Sheean, the Townland of the Fairies in South Armagh; Lisnafeedy, the Fort of Fairy Music (Bell 1956: 72).
^83	  Bell was also instrumental in the preservation of folk music in Ulster – during the early 1950s Bell sought permission from the BBC to send Sean O’Boyle (1908-1979), an authority on Irish folk music, with Peter Kennedy (1922-2006) of the English Folk Dance and Song Society, on a number of exploratory surveys of the Ulster town and countryside. Between 1952 and 1954 Boyle, Kennedy and Seamus Ennis (1919-1982) gathered enough material for two major series – the Ulster editions of As I Roved Out and Music on the Hearth (produced by Bell and broadcast from 30 October 1953 until 14 September 1956).
^84	  Robert Coulter, for example, ventured out to a new Housing Trust Estate near Belfast, recording the testimony of inhabitants for a programme he then edited and presented called New Neighbours, broadcast on 20 June 1956. In 1957 Sam Hanna Bell recorded with David Blakely the testimony of those who could recollect the Belfast Dock Strike of 1907, led by James Larkin, finding men and women who clearly recalled those stirring days and the plight of the dockers, carters and labourers of half a century earlier. These two examples demonstrate that the role of tape-recorder in the ‘self-exposure’ of a community (each community might be described ‘as a city within the city’) could be the exploration of its present and future (in the case of the new housing estate) as well as its past (in the case of the Belfast Dock).
^85	  Modern forms of transport allowed cities to expand to the point where traditional forms of public communication were no longer possible, and where, as Raymond Williams noted, ‘the centre of interest was for the first time the family home, where men and women stared from its windows, or waited anxiously for messages, to learn about forces “out there” which could determine the conditions of their lives’ (quoted in Kress and Van Leeuwen 2001: 91-2).
^86	  A lengthy debate has taken place in folklore studies between those folklorists like MacEdward Leach who were antagonistic to popular culture because they supported the ‘destroyers argument’, and those who were alert to the commonalities between folklore and popular culture. Wherever folklore was taught in the 1960s there was a certain tension between these perspectives because folklorists were “still very much wedded to notions of authenticity” (Narváez 2007). Some folklorists argued that the mass media create new forms of folklore that are more homogenous and widely dispersed than more “authentic” traditions (see Howard 2008: 200). Writing in 1968, German scholar Hermann Bausinger argued that industrialization has not meant ‘the end of folk culture’ but rather its “mutation and modification”, a point of view shared by folklorist Linda Dégh, who, in an influential essay in 1971, called on her colleagues to “expand their field of exploration beyond the ‘folk’ level to identify their material as it blends into mass culture” (quoted in Schechter 2001: 8). More recently, Dégh suggested that media ‘emancipate’ folklore in order that it might “blossom…empowered with more authority and prestige, than ever before” (Dégh 1994: 1-2).
^87	  The same visiting customs still occur during winter in Newfoundland’s outports, as does in some localities the custom of ‘mummering’, both of which speak respectively of the Irish and West Country English origins of many Newfoundland settlers (see Pocius 1988).
^88	  Thus Smallwood broadcast a miscellany or mosaic of information, in a similar manner to newspapers, journals or magazines.
^89	  VONF was initially a privately owned (commercial) station but it was nationalized in 1939 (together with station VOGY) by the Commission of Government, which established the Broadcasting Corporation of Newfoundland (BCN) (Webb 2008).  
^90	  Centre for Newfoundland Studies (henceforth CNS) Barrelman Papers, 1.01.02, December 17th 1937.
^91	  This is a useful definition for both folklore and popular culture, which offer “a means of rendering experience intelligible and graspable through recognizable forms that are both pleasing aesthetically and relevant in a social interactional sense.” (Laba and Narváez 1986: 2) Like ritual, folklore and popular culture “domesticates the unattainable and the threatening, and reduces the increasing range and strangeness of the individual’s world to the synthesized, rehearsed and safely repeatable form of a story, documentary, a performance, a show”; “The structures of leisure exist as repositories of meaning, value and reassurance for everyday life” (Burns 1967; quoted in Laba and Narváez 1986: 2).
^92	  Even a brief sample of several months’ worth of wartime correspondence (January and February 1943) yielded several modern folkloric motifs, in the form of jokes or ‘superstitions’, which provide evidence of attempts by ordinary Newfoundlanders to maintain hope for their troops, and faith in ultimate victory in difficult times. Many letters to Smallwood report of sightings of the letter ‘V’ in nature or as mysterious phenomena, as in this letter, dated February 8th 1943, which begins,Dear Barrelman,No doubt you heard many stories, of people finding the form of the letter V, which of course stands for that “Victory” which we are all longing for…The correspondent goes on to relate a domestic anecdote about a teapot being knocked over, and the spilt tea leaves on the floor forming a letter ‘V’. Another letter related an episode about a fishing trip in which a man happened to dredge up from the sea an antique jug with the letter ‘V’ on it. Another recurring motif was a joke based on the invention of an acronym. Several people wrote in during the month of February to relate stories about soldiers from Newfoundland who were belligerently asked what the letters ‘NFLD’ on their shoulder patches referred to. In both cases, the quick-witted soldiers instantly replied, “Never Found Lying Down” (CNS Barrelman Papers, Coll. 028, 2.02.072, February 8th 1943). Such an item was bound to find its way to the Barrelman, who seized any opportunity to bolster the confidence of Newfoundlanders.
^93	  This motif was especially strong in Newfoundland due to E.J. Pratt’s “Rachel: A Sea Story of Newfoundland in Verse” (see Clark 1980).
^94	  Brigus songwriter Shawn Lidster has written a song based on this story, John Hawe The Pirate.  http://www.shawnlidster.com/pirate/hawe.htm (accessed 25th February 2009).
^95	  CNS Barrelman Papers, 1.01.02, November 13th 1937.
^96	  Peter Narváez, “Joseph R. Smallwood, The Barrelman: The Broadcaster as Folklorist”, Canadian Folklore Canadien, 5 (1-2), 1983, p. 76.
^97	  As Buchan has observed in The Ballad and The Folk, the oral poet does not share the print-oriented author’s belief that the words are the story. For him, the story is a conceptual entity whose essence may just as readily and accurately be conveyed by different word-groups (Buchan 1972; Hiscock 1986).
^98	  The phrase ‘interpretive community’ or “interpretative community” was coined by American literary theorist Stanley Fish in his 1980 book Is There a Text in This Class? and refers to “any group that shares common contexts and experiences”, ‘membership’ of which induces the listener to draw upon the expectations and norms of the group in language comprehension and appreciation of a text. Often referred to as a central component of reader-response theory, the concept has been influential within cultural studies, as part of the move to ethnography, active audience theory and studies of fandom (see Pearson and Simpson 2001).
^99	  Gerald S. Doyle’s widow, Mary Doyle, stated several years later in a CBC retrospective that the Bulletin had become unsustainable, costing $50,000 a year. “Here and Now: The Gerald S. Doyle Bulletin”, Focusm CBN Radio, 21 December 1971, MUNFLA/CBC CD362, 93-364. 
^100	  For example, when a nurse was assisting at a difficult birth in White Bay, where there was no doctor, the Bulletin was apparently used to relay instructions instrumental in saving the life of both mother and child (Doyle 1973: 11). Another message was relayed at the request of a Grenfell Mission doctor at St. Anthony and helped stop a flu outbreak in a small fishing village (Doyle 1973, ibid.).
^101	  “Gerald S. Doyle News Bulletin”, Saturday 25 November 1958, from MUNFLA PAC 83a/b/c, also F18706 in 94-308. A documentary about the M.V. Christmas Seal was broadcast on CBC’s Between Ourselves series – MUNFLA/CBC CD1219, 94-308.
^102	  The first news bulletins were scripted, edited and announced by Galgay (Thoms 1967: 347), and later the compiling of the news was shifted to the offices of the Gerald S. Doyle Company, and brought to the station to be announced. Although VONF staff were hired as announcers, often the compilers of the news worked as announcers also, and in later years Doyle’s sons Tom and Patrick and his wife helped to compile the news for the daily programs (Doyle 1973: 12)
^103	  I am indebted to Philip Hiscock for suggesting this idea of the Bulletin as soap opera (in conversation with present author).
^104	  Former listeners to the Bulletin across Newfoundland to this day have fond memories of ‘gaffs’ made by announcers, particular those which have subsequently been recollected in interviews by the much-loved announcer and presenter Aubrey ‘Mac’ MacDonald. For example, Hiscock has cited the following examples from the Survey Card Collection of the Memorial Folklore and Language Archive (MUNFLA):The Gerald S. Doyle News Bulletin used to announce all kinds of social events for the different communities. It also gave the [weather] forecast. One night an announcement and the forecast were given as follows. “Tomorrow night there will be a bean supper at such a place, and now for the gale warning.” [MUNFLA FSC 69-23/86]Another message heard on the Gerald S. Doyle News Bulletin was from a woman who wasn’t feeling very well. When her husband left home he told her that if she didn’t get any better to send him a message. After a few days she sent the message. It read: “Not getting any better. Come home at once.” When the announcer read it, he paused in the wrong place and it sounded like this: “Not getting any. Better come home at once.” [MUNFLA FSC 69-23/87] (Hiscock 1986: 81)
^105	  This item was taken from the Folklore Survey Card collection of Harold Stroud, of Glovertown South, MUNFLA FSC 69-23/85.
^106	  This highlights the disparities which may have arisen during the era of the Broadcasting Corporation of Newfoundland (1939-1949), when elements of the BBC ‘template’ of public service broadcasting were ‘grafted onto’ the radio scene in St. John’s, which had previously been characterised by a greater degree of informality and flexibility.
^107	  In having to resort to a hybrid, sequential form of communication (typically, written to telegraphic to radio) that was heavily truncated (due to the economy of telegraphic messages), humour (in the form of the joke messages) was often the most appropriate ‘vehicle’ for meaning, as well as the most appropriate response to the situation, in a psychological sense. To this end, we can suggest that many of the famous messages broadcast on the Bulletin conformed to Freud’s theories of jokes and their relation to the unconscious (1976, orig. 1905), in being characterised by condensation (when a complex meaning is condensed into a simpler one), displacement (when the meaning of one image or symbol inflects something associated with it, displacing the original image), and modification (incompleteness or omission). The radio announcer ‘gaffs’ discussed earlier might also represent what Freud called ‘parapraxes’ - errors in speech, reading or writing that are thought to reveal what has been repressed into the unconscious.
^108	  This often permitted Quinton to record extensively and informally on boats; for instance, he recorded and broadcast actuality of a fisherman talking about how he was saddened by the automation of lighthouses in the province, and then cooking a fish stew for the two of them, discussing what ingredients he was using as he did so (Street and May 2005).
^109	  This popularity can be traced right back to early ‘party line’ telephone systems in some small communities, in which listeners could eavesdrop or participate in a group conversation, or listen to ‘programmes’’ of communal participation which “prefigured local radio broadcasting in general and open-line shows in particular” (Lovelace 1986: 20). An informal CBC magazine programme called ‘Party Line’ is an acknowledgement of the tradition – on one episode from the late 1960s the storyteller Ted Russell (whose Uncle Mose stories featured on the Broadcast, as we will see later) discusses the origins and evolution of a number of Newfoundland place-names.
^110	  It was telling that many of these women were extremely well informed ‘shore-skippers’ but often declined to be interviewed as they felt it wasn’t their business (Budgell, interviewed in Street and May 2005). Occasionally ship-to-shore ‘phone communication was used to reach boats, and sometimes there would be a satellite interview with fishermen on trawlers.
^111	  Prior to joining the Broadcast, Budgell had worked with six other staff within the Resources Unit at CBC Radio, which was designed to conduct research to better inform listeners with up-to-date and comprehensible ‘copy’ on Newfoundland’s extractive industries. This unit was established in early 1980 during a period of considerable oil and gas exploration on the Grand Banks of Newfoundland, with the aim of pooling the knowledge and expertise of reporters covering offshore oil, forestry, mining, hydro-electric power, the fishery, and other natural resources. Stories researched and produced in the Resources Unit were fed into the news programming, the three daily current affairs programmes produced in Newfoundland - The Morning Show, Radio Noon and On The Go – as well as the weekly ‘wrap-up’ programme Regional Roundup and The Fishermen’s Broadcast (broadcast daily as part of On the Go). Crucial to the Resources Unit and to all other CBC staff was “Infodat”, a national current affairs wire service that connected all CBC production centres. The CBC Area Executive Producer for Current Affairs with responsibilities across Canada, Des Browne, who had worked for the Fishermen’s Broadcast between 1963 and 1965 (and before that as an announcer for the Gerald S. Doyle News Bulletin), was instrumental in setting up this service, which consisted of a network of teleprinters installed within studios. This network connected the main CBC station in St. John’s with the other four stations in Newfoundland and Labrador, and with all the other provinces. Numerous stories from each province were automatically printed out as they were relayed, as well as messages between CBC station personnel. If a story appeared that was of interest to a Newfoundland audience, CBC personnel were able to contact the people who prepared the story, and in half an hour receive a list of contacts to pursue the different ‘angles’ of the story. This was particularly useful to Resources Unit staff, as certain subjects of local importance had to be looked at from an ‘outside’ perspective to ensure balance or impartiality – for example, the dispute with Quebec over Labrador’s hydro-electric power and transmission. In a broader sense this service helped the CBC in Newfoundland to overcome its isolation, bringing broadcasters in touch with each other on a daily basis in a pre-Internet era.
^112	  Running the Goat is a masterful radio feature, a meditation on culture, memory and loss, which is structured according to the eight figures of the eponymous group step dance, a ‘folk ritual’ indigenous to the community Harbour Deep. Harbour Deep, like the outport communities which underwent Resettlement in the 1960s and 1970s, was ‘evacuated’ in 2002. The programme’s opening features Brookes reflecting on recordings he had made of the Fort Amherst foghorn sounding, and of a fog rolling across ‘The Narrows’ (the colloquial name for St. John’s harbour), interspersed with these actuality recordings. Brookes talks about how the foghorn is a kind of index, or ‘voice’ of fog, as it was developed specifically to warn of its presence. We hear the scuffles of dancing feet, the foghorn booming again, and we then hear the beautiful singing voice of Newfoundland folklorist and ballad singer Anita Best. Best notes how folk songs were once used as navigational aids, as song maps, which would help those at sea calculate the depths of the water (via a process akin to echo location). This practice, which bears similarities to the Australian (Aboriginal) ‘song lines’, hints at the fact that Newfoundland is actually the oldest non-aboriginal culture in the Americas. As Brookes’ narration comments,Before the plains Indian had the horse, we were here, singing the fishing grounds. Like the foghorn with the fog, we evolved entirely because of the fish, and for five centuries we sang, we danced, we spoke the language of, fish. Our culture was their voice. Then, suddenly, the fish were gone (Brookes 2006).The programme represents, to some extent, further evidence that Newfoundlanders have always taken a particularly pragmatic approach to oral traditions. Forms of ‘folklore’ have been used for orientation and survival ever since the early settlement of Newfoundland, when mariners from the English West Country arrived to prosecute the seasonal cod fishery. Nowadays UNESCO recognizes ‘intangible cultural heritage’ as an umbrella term for a huge variety of valuable and vulnerable forms of expressive culture. Examples of Newfoundland or Canadian applications of folklore include the use of storytelling as a basis for festivals and to promote tourism and regeneration; the production of radio programmes that present a people or a region through the incorporation of oral traditional material; the movement to create a community of Canadians through the promotion of Canadian music (Canadian Content Regulations ensure a quota of Canadian music is played by the CBC); the maintenance of popular belief in the ‘Canadian mosaic’ through the celebration of folk traditions; and the use of folklore to achieve various educational goals (see Carpenter 1979). In this sense, we might observe that, culture is not only for entertainment (like a dance), but also something instrumental to orientation and survival, especially in the post-moratorium era.
^113	  Despite its ostensible status as a specialized current-affairs programme, the Broadcast has also showcased hundreds of Newfoundland singers, dramatists, storytellers and musicians. For example, in the early 1970s Garth Cochran presented a five-part series featured on the Broadcast entitled Newfoundland Time, which featured storytelling and Newfoundland music. The idea of the series was to present examples of social occasions (or ‘times’) in different locations or circumstances – the third edition, for example, consisted of a recreation of the stories and recitations traditionally exchanged in the ‘fokesall’ or forecastle of the boat when a ship was in port. As with most Newfoundland folk-song and stories, some are these are humorous tales told traditionally (‘Yankee Privateer’) and some are dramatic stories based on first-hand experience – about near shipwrecks, smuggling and fast journeys.   
^114	  I would like to suggest that the trend of the ‘cultural’ or ‘personal’ (rather than occupational) interest in the Broadcast continues to this day, even amongst those who do not have familial links with Newfoundland. It seems that the programme may have attracted in recent years a greater proportion of female listeners, and a significant number of middle-class listeners who have only settled in Newfoundland recently or seasonally (for example, those with holiday houses in the province). Several ‘new’ listeners to the Broadcast I have interviewed have spoken about their enjoyment of the programme, particularly of the vernacular speech of fishermen who phone in, and about how the programme has provided them with useful cultural and political orientation as a newcomer (colloquially, a ‘CFA’ or ‘Come-From-Away’) to Newfoundland. Thus despite historically being aimed specifically at a rural and predominantly male Newfoundland-native occupational community, the programme has also come to appeal to women, townies (residents of St. John’s) and CFAs.
^115	  All of the episodes of The Chronicles of Uncle Mose cited in this section were written by Ted Russell, broadcast on CBC Radio Newfoundland, and can be listened to via a website dedicated to the series at http://www.cbc.ca/nl/features/unclemose/moseHome.html
^116	  This was, and continues to be, a highly controversial topic in Newfoundland, as fishermen are habitually accused of ‘fishing for stamps’ or of being ‘freeloaders’ living off welfare, offending the majority of fishermen who, as Uncle Mose notes, are as hard-working as any Canadians, and entitled to the same benefits under the terms of Confederation.
^117	  This willingness to accept the notion of the Canadian mosaic and its multiculturalism can partly be attributed to both the protests of these groups against their own subjugation and to the anxieties which accompanied “the more threatening duality of a truly bilingual, bicultural Canada” (Carpenter 1979: 380).
^118	  Between Ourselves: Christmas Mummering in Newfoundland, MUNFLA/CBC CD 1776, 93-364. Originally broadcast 21st December 1973.
^119	  The re-use of tape was considered economical, and it was unfortunate that sections of actuality required by CBC staff in subsequent years were sometimes simply cut out of a master tape and transplanted directly into other radio or television documentaries (Gunn 2007).
^120	  A report about the archival situation at CBC St. John’s from circa 1966 noted, “There is no centralized, systematic selection and preservation of valuable material. There are quite a few items of more than routine interest around but these are kept in the offices of producers, supervisors etc…” (quoted in Woods 1970). It is important to note here that this problem was systemic - CBC lacked a rationalized programme archiving policy until the establishment of CBC Program Archives in the early 1960s, and the CBC lacked a unified preservation policy from coast to coast for many years after that. It was only in the early 1980s that the CBC made arrangements to store their material in provincial archives outside of the Corporation. For example, an informal ‘storage and retrieval’ agreement was set up between the Beaton Institute (the official cultural heritage archive for Cape Breton University and Cape Breton Island as a whole) and the CBC in Sydney, Nova Scotia (Kipping and Doyle 1981). CBN has deposited material regularly with the Memorial University of Newfoundland Folklore and Language Archive (MUNFLA) since the early 1980s, and the collection of CBC broadcast materials has grown so much over the years that they represent ‘sub-archives’ within MUNFLA (Inkpen 2004). Archival provision in the CBC Regions suffered from a lack of funds, but even if Regions such as Newfoundland had had more funds at their disposal they would not have used them to improve archival services, as other immediate needs were more pressing (Woods 1970).
^121	  Later Newfoundland contributions to Between Ourselves sought to develop the archival record (O'Neill 1975/1978) by recording eyewitness testimony and occupational narrative from ageing sources within Newfoundland that would otherwise have been lost forever. One such programme was called The St. John’s Holocaust. Broadcast in spring 1975, it documented the most tragic indoor fire in Canadian history, which took place in December 1942, when the Knights of Columbus servicemen’s hostel burned to the ground one Saturday evening during a dance (which was actually being broadcast live on a radio station) in St. John’s. Ninety-nine people were killed in the fire and one died later in hospital, and a judicial report later stated that the fire was likely to have been the result of arson. The production team managed to track down survivors, who overcame reluctance at recalling the traumatic event to be interviewed for the first time. As there was no pre-existing oral record of the event, many of these human-interest stories had never been captured before, and over three hours of interview material was preserved, as well as the one-hour on-air programme (O'Neill 1975/1978: 76). A Between Ourselves documentary from the following year focused on the 1934 St. John’s riots, which broke out partly as a result of government corruption, and can be said to have precipitated the collapse of Responsible Government in a country saddled with a huge war-debt. Three important historical figures that could remember these events were recorded on nearly five hours of tape, which will survive in the archives long after the events have receded from living memory (O'Neill 1975/1978: 77)
^122	  Browne’s recollection of the aural history programming that preceded the Between Ourselves signals a possible area for future audience research and archival research into CBC ‘provincial input’ – whether ‘networked’ programming, in which the province-as-community present itself to the wider national community, has often consisted of a message (text) simplified down to the barest essentials, for the sake of maximising linguistic and cultural intelligibility. The message is therefore frequently experienced by the members of the community as a misrepresentation (Cohen 1982: 8), compounding the fact radio programme ‘slots’ and production schedules often “allow less contextually nuanced representations of traditional culture” (Spitzer 1992: 88).
^123	  To give some examples from another province of Canada, the Saskatchewan Archives Board holds copies of Saskatchewan editions of Between Ourselves mostly from the late 1970s, on early education in the province, on homesteading, rodeo cowboys, the depression and prohibition eras, the use of steam threshing in farming, the production of the first weekly newspapers in the prairies, and on the contemporary issues surrounding the creation of a national park in the grasslands region of Saskatchewan.
^124	  It must be remembered that the Extension Service had only three fieldworkers in 1967 – they lived in the communities in which they worked, sharing their aspirations, and pioneered a process of community education known as participatory development (Williamson 1991).
^125	  In an interview with the present author, Paul McLeod, who worked as an editor on many of the Fogo films, recounted what Donald Snowden had told him of this controversy:The story that Don told me is that they went to Memorial University to look at this [filmed] material before they came back to Fogo. There was Lord Taylor, who was the (British) President of the University…Moses Morgan the Vice President, the Dean of Arts Leslie Harris, Snowden - for the University side of things. And then of course the filmmakers – Colin [Low]…and quite a number of very well known NFB filmmakers from that time. They screened the material and Lord Taylor had a fit and basically said ‘You can’t screen that’, and there was great consternation obviously because of their [the University’s] investment. And as Don told me, they went to supper, and another person who was there was Richard Gwyn, the journalist who [in 1968] wrote [biography of Joseph Smallwood] ‘Smallwood: The Unlikely Revolutionary’. And at supper Gwyn said that he didn’t think that Smallwood would be that upset [about the films], especially if his Ministers had an opportunity to respond. It was out of that [idea] that the feedback mechanism came about…It was acceptable to his Lordship and then it went on from there… (McLeod 2007).
^126	  We might usefully conceptualise Fogo Island in anthropological terms as a liminal community (Delanty 2003: 44) that had grown estranged from the wider society of which it previously represented a constituent unit (due to their complex political and economic relations with another larger island - Newfoundland) and which was not yet reincorporated into that society. The Fogo Process represented a rite of passage, in which a community was ‘brought into being’ through the act of creating a collective image of itself.  
^127	  We can speculate that, due to his chronic agoraphobia (Bell 1999), Schwartz made use of recording technology (‘the mechanical ear’) not merely to ‘internalise’ the outside world, but as an extension or augmentation of his nervous system; a disproportionate number of agoraphobics have weak vestibular function (a part of the auditory system or inner ear) and consequently rely more on visual or tactile than auditory signals.
^128	  In pre-modern societies, face-to-face communication determined that culture, in terms of the physical settings of social activity, was locally based, and that space and place were contiguous. For most people the sense of the past and of the sense of distant places, as well, as the sense of the spatially delimited and historically continuous communities to which they belonged, were constituted primarily by oral traditions that were produced and handed down in these local contexts. The advent of modernity has increasingly separated space and place by fostering relations between ‘absent’ others, locationally distant from any given situation of face-to-face interaction (Giddens 1990: 18). As we have noted, the increasing availability of mediated symbolic forms has, to some extent, ruptured the decentralized fabric of culture; yet the role of oral traditions has been supplemented, and to some extent reconstituted, rather than eliminated, by media cultural production (see Jordan and Pile 2003: 169).
^129	  These changes occurred in Northamptonshire as a transition from the village to the town; from a boot and shoe industry based on agriculture and cattle rearing to one based around industry and the development of the market town.
^130	  As in some of Bourne’s writings, the notion is of a rural people who have become entangled in a “network of economic forces as wide as the nation” (Bourne, quoted in Rose 2001: 28) and whose oral traditions are ill-suited to providing them with orientation. The customs and values of the rural life had been buried by an industrial culture which was itself about to disappear (Seabrook 2005), and the last remnants would be preserved as museum pieces.
^131	  In seeking to account for the under-achievement of working class pupils in language-based subjects Bernstein distinguished between two forms of speech pattern, which he termed the elaborated code and the restricted code (Bernstein 1966). According to Bernstein, members of the working class are generally limited to the use of restricted codes, whereas members of the middle class use both codes. Restricted codes are a kind of shorthand speech, which is context dependent, and largely limited to dealing with objects, events and relationships familiar to those communicating (see Haralambos and Holborn 2000: 832). According to this line of thought, the meanings conveyed by the code are therefore limited to a particular social group and not readily available to outsiders. In contrast, an elaborate code renders explicit many of the meanings taken for granted in a restricted code, and thus tends towards universalistic meanings and the capacity for abstract thought.
^132	  With their re-emergence within the orality and literacy debate, the purely conceptual elements of Bernstein’s thought have been recuperated, but their use has tended to support the segregation of orality and literacy into two modes of knowledge. Tannen has observed how the inclusion of context has often led to a preponderance of content (or communication as transmission) over interpersonal involvement (or communication as ritual); of objective, rather than subjective forms of ‘knowing’ (Tannen 1982). Tannen has asserted, however, that the oral-literate divide should be replaced with a continuum (hence we can also refer to a folklore-popular culture continuum), as fieldwork undertaken by Tannen and others has exposed the extent to which “both oral and literate strategies can be seen in spoken discourse”:Understanding this, let us not think of orality and literacy as an absolute split, and let us not fall into the trap of thinking of literacy, or written discourse, as decontextualized. Finally, the examples presented of conversational style make it clear that it is possible to be both highly oral and highly literate. Thus, let us not be lured into calling some folks oral and others literate (Tannen 1982: 47-48).
^133	  At some points within the first programme The Changing Environment (broadcast on BBC Radio 3, 20th December 1967) Seabrook appears to completely misunderstand or misrepresent the interview situation, deriding the customary habit of an interviewee to recount past conversations with her mother as “the old…talking to shadowy or absent companions”:She has become indifferent to her interlocutors. Their only function is to start conversations in which she supplies her own responses and her dead mother’s of eighty years previously…even the inflections change…they invoke their dead in the slow incantatory inflections of their secret language, and resume ghostly dialogues with those who shared their obsolete idiom (Seabrook, prod. Cleverdon 1967).In the second programme The Response to the Environment (broadcast on BBC Radio 3 on 3rd January 1968), Seabrook comments on a preceding extract from a group interview (with two women), concealing the key factor of his influence as interlocutor despite the fact that his interjections can clearly be heard (in the extract he introduces the topic of superstitious belief by asking them about a local story):They speak together, pooling experience, trying to impose meaning and coherence on events that defy their understanding. Fragments of popular science and psychology exist uneasily in their discourse…they return to slumbering Pagan superstitious beliefs… (Seabrook, prod. Cleverdon 1968).Given Seabrook’s agency here as both interviewer and narrator, it is difficult to avoid the conclusion that this is a further example of the manipulation of evidence to support the theory. Interview ‘data’, like any other form of data, must be interpreted against the background of the context in which it was produced (Hammersley and Atkinson 1983: 126). Perhaps this is symptomatic of inexperience with the oral history interview - the oral historian would easily accommodate folkloric anecdotes or the vivid recall of childhood experiences rather than viewing them askance as some kind of ‘private language’ or communion with the ghosts of the past. Alternatively such narration might be regarded as symptomatic of inexperience with the conventions of the radio documentary or feature – despite the occasional presence of his audible interjections within the interviews, Seabrook’s narration often seems to refer to sections of actuality as if they are unprompted and unvoiced, private thoughts rather than recollections sourced from recorded interviews. Given the conventional format of this radio documentary, the listener cannot be expected to ‘suspend disbelief’ and their familiarity with the convention of actuality.
^134	  After an actuality extract in which an old woman relates the harsh poverty of her upbringing during the depression, the narration presumes to comment: “Memory works on the material, exaggerating the suffering and privation…” (ibid.)
^135	  The Radio Ballads were a series of radio features (broadcast on the BBC Home Service between 1958 and 1964), which were essentially sound portraits of a variety of communities (including railwaymen, fishermen, miners, construction workers, boxers, teenagers, gypsies and Polio sufferers). The programmes are renowned for their ingenious construction, in which recorded extracts of vivid direct speech (actuality) are interweaved with specially written folk songs, music and sound effects.
^136	  One model of interpretation as an ‘extension of culture’ is the application of ‘Participatory Action Research’ (PAR) – see endnote 16, in Chapter 1. As we have seen, with reference to Challenge for Change and the Fogo Process in the previous chapter, the philosophy of PAR asserts that “the essence of ‘authenticity’ is its cultural meaning; the bottom line must be that host communities determine what is meaningful for them” (Getz 1997).
^137	  Unfortunately, the resentment felt by MacColl at the assumption of some critics and journalists that Charles Parker was the (main) progenitor of the Radio Ballads soured the working relationship between the men in later years. Instead of attributing the success of the Radio Ballads to their interviewees themselves, or jointly writing a Radio Ballad manifesto (which would have been appropriate given their involvement in Left politics), MacColl and (to a lesser extent) Parker became embroiled in a ‘turf war’ over authorship, which fortunately did not prevent them collaborating on several radio and folk music based projects during the 1960s and 1970s.
^138	  I do not mean to dismiss the importance of memos and minutes to an understanding of radio programming – on the contrary, such archival evidence can furnish the researcher with an indispensable understanding of the determining effect of (an) institutional organization on cultural production. As Lewis has suggested, to understand the process of mitigation and censorship which radio discourse has often been subject to by BBC management before being broadcast, such institutional evidence must be interpreted in the light of “the importance of tradition and precedent in a bureaucracy and the role of meetings in reproducing them, the invocation of ‘audience’ to justify particular positions…” (Lewis 1991: 15) and so on.
^139	  These breathing patterns were compared with dramatic pauses and releases during singing, which seem to have been regarded by MacColl as gaps which allow the listener to take in what has been communicated, and thus perhaps even as a space in which the (radio) listener may constitute their own presence. As Ian Campbell, who performed on Singing the Fishing (1960), recalled:…MacColl had isolated not only obvious elements such as vocabulary and phraseology, but subtler elements such as speech rhythms and vocal patterns. It was not possible to regard the actuality and songs are separate components which could be created independently and then assembled into a finished product; they were overlapped and intertwined…musical rhythm was synchronized with speech rhythm or sound effects, and songs took their tempo and pace from the preceding actuality…The edited actuality was played through a loudspeaker into the control room above, and simultaneously the musical director and her group in the studio. The producer was then able to combine and balance the two channels as he recorded them onto a master tape (quoted in Cox 2008: 102).  
^140	  Other recordings from the production process may yield similarly useful data about the evolution of the programmes. For example, the unedited actuality recordings for The Big Hewer not only reveal aspects of the interview context (and Parker’s techniques as an interviewer) but also hint at other directions the programmes might have taken. For example, an extensive interview with Dr. Dafydd Thomas (held at the South Wales Miners’ Library in Swansea) yielded a great deal of fascinating scientific information on pneumoconiosis, but this was not utilized in the finished programme. Perhaps this was due to the need to sustain the emotional, rather than informational, core of the programme. The physical effects of mining on the human body are instead conveyed through folkloric expressions of how the coal (in its extracted form) represents their sacrifice – “you’re not burning coal, you’re burning blood”; “a tombstone of solid coaldust”.
^141	  Gould, with the vital assistance of Lorne Tulk and Donald Logan, exploited the possibilities of montage editing and stereo phasing – by using this ‘crosstalk’ technique he reflected the disorienting ‘sensory overload’ of the contemporary soundscape. This was somewhat of an ironic conceit given that Gould chose to focus on lonely and isolated environments in the Canadian North! Nevertheless, the listener can find calm within the ‘storm’ of voices once the listener begins to appreciate the interweaving of voices. As Charles Hardy III has noted,Once the listener lets go of the monovocal narrative thread, and becomes an observer of the passing ebb and flow of voices and stories, hears the rhythms, and experiences the polyphony of thought, a feeling of great calm and knowing takes over; a retreat into the self that enables a much more dispassionate and perhaps “objective” relationship to the history. Here, then, is how contrapuntal radio may have relevance to the practice and presentation of oral history…as dialogue and joint creation (Hardy III 1999).
^142	  In defence of Gould, it might be observed that variants on this kind of editing practice had been experimented with by radio producers for many years, with the interposition of extracts of scripted, rather than taped discourse, to simulate interpersonal interaction.
^143	  Charles Parker, in letter to Anthony Whitby (Controller, Radio 4), 3rd February 1972. Charles Parker Archive (CPA). MS4000/1/2/6/4. 
^144	  Parker’s observations on the ‘vicious circle’ created when institutional protocols are built upon spurious judgements about public taste and capability are familiar from debates about the amount of violence and sex on television. Longitudinal and empirical research on the influence of television on children has demonstrated that, with the translation of popularity into ratings and the concentration of ‘popular’ content in peak viewing hours, taste is to some extent artificial – manufactured by the programme planners and producers (Himmelweit, Oppenheim et al. 1958). As Raymond Williams has observed, this means that subsequent judgements about public taste based on viewing habits cannot be regarded as infallible:It seems to be generally agreed that in the movement of public taste and opinion you cannot start a trend but you can accentuate one that exists. In the process, of course, you may be distorting the balance of interests and limiting the range of original potential response. If either of these things has happened, the evidence of public taste at any one time in relation to actually provided services cannot be taken as proving anything about people’s need and capacities (Williams 1976: 107).
^145	  Minutes and Parker’s response to a meeting between Anthony Whitby (CR4), George Fischer (Head of Talks Programmes, Radio) and Charles Parker, Dilip Hiro at 10.30 am, 2nd November 1972 to discuss Siege in Ceylon. MS 4000/1/2/6/4.
^146	  For example, No Surrender (1970) was based on a particular interpretation of the Londonderry events that signalled the origins of the ‘Troubles’ in Northern Ireland and Revolt on Campus (1970) used recordings made at various US universities about the nationwide student protests at the Kent State (University) shootings and the war in Cambodia. These programmes give the lie to Whitby’s later assertion that Parker’s programmes were too refined, and not raw enough; that they were “so intensely edited, and shaped and polished that while they were great works of art, they didn’t necessarily represent anything real out there” (quoted in Hendy 2007: 124, emphasis in original). The truth was that Whitby had decided he wanted fewer “searing and miserable” (ibid.) documentaries in the BBC Radio 4 schedule.
^147	  Minutes and Parker’s response to a meeting between Anthony Whitby (CR4), George Fischer (Head of Talks Programmes, Radio) and Charles Parker, Dilip Hiro at 10.30 am, 2nd November 1972 to discuss Siege in Ceylon. MS 4000/1/2/6/4.
^148	  In contrast, however, No Surrender had been accepted without narration as it was “a programme not about events, but attitudes, and so the audience had no problem in accepting its findings”. Minutes from meeting about Siege in Ceylon. MS 4000/1/2/6/4.
^149	  Firstly, Prest and a programme researcher would find and identify the interviewees, and would have meetings with Wheeler to discuss what topic areas should be looked at. The interviews would be arranged, and Wheeler would be briefed on the interviews to be executed by him. Then the interviews would be carried out and the editing process would begin. When a programme was taking shape, with the interviews largely cut to time, Wheeler would begin to write the script.The process from then on was slow and pretty tortuous. We probably had about four or five minutes’ worth of finished material done each day…on a good day. We’d argue about the tone of this or that, whether it was stood up against anything in the archives, whether we’d need to clarify that with someone else, whatever it was. You’d probably have forty or fifty minutes of material to go through…that was then crunched down to a programme of twenty-seven and a half minutes. There’s no-one else I’ve worked with who was quite as hands-on… (Prest 2009)  
^150	  In this regard, radio producers often adopt similar practices to public historians in regard to the attribution of interview material, especially when ‘standard contributor consent forms’ are used (equivalent to ‘release forms’ which oral historians ask interviewees to sign in order to transfer copyright to the institution who will receive and archive the recordings). 
^151	  We should, here, consider the systems of production and dissemination to which the radio producer has access. Due to the BBC’s vast resources – in terms of technology, highly skilled engineers and producers, and its national and local networks – it has the capacity to access, sample and reflect, a wider range and better audio quality of interview testimony than is practicable with any oral history project. Thus recordings held by the BBC Sound Archive may therefore acquire a greater value than those held by even an extremely competent local heritage recording unit (Silver 1988: 181).
^152	  For example, David Prest and Charles Wheeler were faced with ethical dilemmas during the making of The Child Migrants, as certain interviewees, the majority of whom had not been interviewed before (this was confirmed by a programme researcher before the interview took place) made quite specific allegations about sexual abuse. During the production process, Prest consulted with a variety of people who deal with abuse cases, who gave him advice on how to identify what is often called ‘false memory syndrome’. He and Charles Wheeler decided to discuss between themselves, after listening to each interview, how they felt about that person, and the way they had communicated their experience. They felt that no more than half a dozen out of approximately one hundred interviews were not honest interpretations of migrant experiences. Nevertheless, Prest was haunted by the question he posed to himself - ‘who are you to judge whether their testimony is correct?’ Due to the fact that the oral history had been recorded for inclusion on a public medium (and by a publicly-funded broadcaster), Prest felt it was reasonable to question the authenticity of interviews where absolutely necessary, especially where the programme-makers (and by extension, the BBC) may have been ‘left open’ to accusations of sensationalism:I thought it was more important for the integrity of the programme to make sure the story was told in a responsible way. There were moments when we toned down the sexual abuse for taste and decency issues but also because we didn’t want to be perceived as being ‘tabloidal’ about it (Prest 2009).Whenever a specific allegation was made by an interviewee the narration in the programme would give an attribution or disclaimer, noting that ‘that was the experience of…’ or ‘that was the experience of many…’ Prest and Wheeler were very careful about the choice of words here, and had frequent arguments about whether it was right to say ‘many’ or ‘a few’:I knew from doing the Evacuation series that people would complain saying you’ve painted a too-bleak picture, or you’re ignoring this picture, or whatever it was… (Prest 2009).In the Evacuation series, fifty-four (twelve percent) of the nearly four-hundred-and-fifty evacuees spoken to directly during the making of the series (roughly a quarter of the four-hundred-and-fifty people were selected for interview) made allegations of physical, psychological or sexual abuse, according to the definitions of abuse used by children’s welfare organizations. The programme made it clear that the ‘darker side’ of evacuation is only just coming to light, as former evacuees now exchange their stories at the reunions of the Evacuee Association. Their stories had never been solicited or published due to the constant emphasis on wartime morale and the idea of the recuperative effect of ‘country living’ on the urban working-class evacuees. Therefore it was important to let the evacuees speak out and dispel the myths that had grown up about evacuation. There was a huge disparity between positive and negative experiences of evacuees, which was encapsulated by the completely different experiences of a husband and wife who were both evacuees in different parts of the country.
^153	  The experience of making the Peacetime Conscripts series also demonstrated the potency of dominant accounts of the National Service experience, which had portrayed it as merely a series of time-wasting or cruelly painstaking activities with no practical purpose whatsoever. Stories have abounded about conscripts being made to paint coal white, paint the grass green, or clean the latrines with a razor blade. Although the interviewees were all familiar with the ‘coal-painting story’, for instance, none had been given this task, and none had even seen it happen. The story may have originated as a result of a practice reported in the nineteenth-century, whereby coal heaps where painted white in order that it would be obvious if they have been stolen from. Yet the question remained of why these ‘urban myths’ about National Service, which seriously damaged the reputation of National Service training, had circulated so widely. Prest found that working with an experienced journalist like Charles Wheeler was invaluable in this instance, as he provided penetrating analysis that enabled the programme to interrogate this aspect of the history of National Service, and present an argument about it. In the late 1950s, after the decline of the British Empire and the cessation of major independence movements and military conflicts, there was relatively little happening in the world that justified the existence of National Service. Evidence from the National Archives reveals that National Service had begun to become too expensive, and therefore it had to be discontinued. Whereas the fact that post-imperial Britain couldn’t afford conscription in the long-term (which was somewhat humiliating to the Government in power) was kept confidential, the idea that National Service was a tired, archaic institution was allowed to proliferate, especially through the perpetuation of ‘coal-painting’ folklore. This example demonstrates the potency and pervasiveness of dominant historical representations, their connections with dominant institutions (the Government and the armed forces), and the part they play in winning consent and building hegemonic alliances in the public sphere (Johnson and Dawson 1982: 207).
^154	  One particularly moving edition commemorated the twentieth anniversary of the Hillsborough disaster, which resulted in the death of ninety-six Liverpool football fans. Prest felt that, as with the Evacuation series, the time was right to do this programme – “Ten years on this would have still been too raw. Politically, too, things have moved on after twenty years.” (Prest 2009). The programme was recorded in March 2009, well before the anniversary, which meant that the participants had not already taken part in other anniversary programming. A paramedic who took part in this edition, Tony Edwards was clearly the worst affected of all the participants. He was in the first vehicle to treat injured fans on the pitch, and suffers from guilt for following the orders of a controller to leave with dead bodies in the back rather than retrieving the injured. The presenter of the programme, Sue McGregor, had made it clear that permission had been sought beforehand for him to be asked about this, and so he confronted his trauma by explaining to one of the bereaved mothers how he had not saved her child.
^155	  The show came about when the new Head of Radio arrived at RTÉ – she was sharing a house in a small terrace street in Dublin and was amazed at how much interaction there was between neighbours, and proposed a show centring on this interaction, of approximately 15 minutes length (Kelly 2008). RTÉ has increasingly created short radio programmes of this length, to slot into longer 45-minute programmes, and Kelly specializes in these shorter programmes, which grab the listener’s attention with an unusual personality or situation, in the manner of the short documentaries often featured on National Public Radio programmes such as All Things Considered.
^156	  The third episode, broadcast 22nd November 2006, gives some fascinating background information on Billy, a Christian evangelist who doesn’t live on the street, but is just passing through, delivering leaflets door-to-door. Kelly asks Billy about the origins of his Christianity, and Billy tells him of how he saw a man shot dead at his workplace in 1973. The man was not a colleague, but had arrived in a laundry van. Kelly looks at the archival records to learn more about what happened – the laundry van was actually part of a scheme dreamt up by British army intelligence. The van collected laundry in the Twinbrook estate for a low-priced cleaning company. Before the laundry was cleaned, it was tested for traces of explosives. The van, which was driven by undercover officers, had a hidden compartment in the roof, from which officers could monitor what was happening outside. The IRA found out about this and shot a man and a woman who were working for the British army. Not only do we learn about this aspect of the political history of the area, but we also gain an insight into how witnessing this shooting had caused Billy to radically reassess the value of life, and to discover God (Kelly 2006).
^157	  For example, one man in The Terrace gambled on horses every day, and when he had a winner he treated himself by buying a homemade dinner from a local grocery store nearby. The woman who runs this store had decided to expand her business into catering by cooking these ‘gourmet’ dinners to sell in the store – but this entrepreneurial initiative may now have foundered given the sharp downturn of the economy. A property developer in the street had considered buying another house on the street, which he planned to rent out to nurses, given the street’s proximity to a hospital. However, as the economy started to go into decline he got ‘cold feet’ and pulled out. Similarly, Kelly started to take more of an interest in women talking about ‘make-overs’ and fake tans, as this was clearly an index of dispensable income and transient fashions (Kelly 2008).
^158	  Evidence of BBC producers experimenting with collaborative production techniques, for example, may exist in the form of notes or memos within programme files at the BBC Written Archives in Caversham, but the initial obstacle is to identify which programmes may have been made using collaborative techniques. A kind of ‘editing-by-veto’, for example, may have been an occasional, informal and undisclosed practice of BBC radio producers in their use of actuality. For instance, Denis Mitchell often offered his interviewees the power of veto over his use of their testimony where the material was of a sensitive nature (see Chapter 2). Interviews with current and former BBC producers may provide a solution here, as their experiences of making radio programmes may have never been documented in any form.
^159	  In working for a broadcasting institution like the BBC, even as a freelancer the producer may be impelled to consider whether collaboration with programme participants would contravene the Corporation’s rules on impartiality. For example, although this thesis is predominantly concerned with the broadcast oral histories of those people who have traditionally been excluded from the historical record (oral cultures, the ‘rural population’, the working classes, the disempowered etc), this kind of oral history activity usually represents only a small fraction of a radio producer’s work, over an entire career. The collaboration of programme-makers with establishment figures or decision-makers as part of the production process, for example, might be regarded as compromising the independence of such a production:While oral history is a joint, coauthored process, few radio producers would willingly share their byline with the government official interviewed for their program. Such sharing would open producers to charges of collusion with their sources, which challenges prevailing notions of an objective press and media (Dunaway 1984: 82).
^160	  In 1988 Isay made Tossing Away the Keys about the phenomenon of ‘natural life’ prison sentences (life without the possibility of parole) at the Louisiana State Penitentiary. This radio feature was co-produced and narrated by the inmate journalist Ron Wikberg (subsequently granted freedom after a retrial in 2005) in an example of shared authority and collaborative production which was a clear progression from the gestures towards collaborative production in Mitchell and Acton-Bond’s features (see Chapter 2).
^161	  Perks has criticised the series for being “expert-led” and also the fact that no public archive emerged from the project (Perks 2001: 97). However, it must be remembered that Charles Parker recorded much of the actuality broadcast in The Long March of Everyman, and that the Charles Parker Archive (in Birmingham, see below) is a public archive containing approximately 5,000 hours of programme materials, which represents an invaluable resource for the study of social history and vernacular culture across the United Kingdom in the 1950s, 1960s and 1970s.
^162	  The Library of Congress online presentation, After the Day of Infamy: "Man-on-the-Street" Interviews Following the Attack on Pearl Harbor [http://memory.loc.gov/ammem/afcphhtml/afcphhome.html] consists of more than two hundred of these interviews recorded from December 1941 to February 1942. In most cases, the recordings were digitized by Library of Congress staff directly from the discs on which they were originally recorded. Another set of recordings was initiated in January and February 1942, under the auspices of the Office of Emergency Management, in which interviewees were asked to address their thoughts and opinions on the attack and the declaration of war directly to President Franklin D. Roosevelt. These recordings totalled approximately seven and one half hours, and were used, in combination with two specially written songs by Pete Seeger, to create a radio programme entitled Dear Mr. President, broadcast in May 1942.
^163	  Letter from Fletcher Collins to Alan Lomax, Page 1, December 11, 1941, American Folklife Center, Library of Congress. http://hdl.loc.gov/loc.afc1941005.ms006 
^164	  See http://sounds.bl.uk/
^165	  See http://www.bl.uk/learning/langlit/sounds/index.html 
^166	  It is worth noting, however, that the Corporation was somewhat wary of such folk music being interpreted and showcased by left-wing folklorists and song collectors such as Hamish Henderson (Neat 2007) and A. L. (Bert) Lloyd (Gregory 1999/2000). Lloyd, it should be noted, made his radio debut with a script called The Voice of the Seamen, which was accepted for broadcast in 1938. Written from ‘the lower-deck point of view’, the script was lively and controversial, evoking considerable audience response and even questions in the House of Commons (Gregory 1999/2000). Following this success, Lloyd subsequently wrote the landmark radio series (produced by Laurence Gilliam), Shadow of the Swastika (1939-1940). However, whilst Lloyd’s anti-fascism was acceptable to the Corporation, his involvement with the Communist Party was not, and his contract was not renewed. Lloyd’s later radio work was sporadic, but it included extensive singing duties on several of the Radio Ballads, and occasional work for the Third Programme in the 1960s (including a 1963 series called Epic Survivals which charted the survival of the epic ballad in Europe, Africa and Asia). Henderson, however, was not able to gain a foothold in the Corporation, and his natural skills as a broadcaster were to remain essentially unused throughout his lifetime (Neat 2007: 287). This was unfortunate, as Henderson’s contributions may have corrected the excesses of the BBC’s antiquarian conception of folk culture, in emphasising its essentially dynamic nature, as the following synopsis for a proposed series of radio programmes (presented to the Scottish BBC in 1952) makes clear:‘How a Ballad Grows’ will show how folk music and the ballad have their genesis, how they grow, develop, proliferate – and how they give, as nothing else can, a conception of community in its constant process of change and development. The ballad will no longer appear ‘static’ - the pinned butterfly in the collections – but ‘dynamic’: moving, expanding, being added to, mobile as the winds and the seasons…This is the only kind of approach which can illuminate folk art, the most allusive, the most fleeting, and at the same time, the most integral and faithful manifestation of the human spirit (quoted in Neat 2007).
^167	  See BBC WAC R51/123, Talks, ‘Dialect 1 & 2’.
^168	  For example, in response to Cox’ suggestion that the dialect of Todmorden, near Manchester, properly belongs to the Midlands grouping of dialects, and consequently could be included in the Midland Regional talk, the Director of the North Region John Coatman responded with a memorandum which contested this assertion, expounding on Skeat’s book on dialect, and the Celtic influence on the speech of south-east Lancashire. Undated internal memo from John Coatman to Ian Cox. BBC WAC R51/123, Talks, ‘Dialect 1 & 2’.  
^169	  Orton presented a programme on his dialect survey work at the University of Leeds called A New Survey of English Dialects, broadcast on the Third Programme, on 5th October 1950, and a three part series of talks for the Third Programme called Living English Dialect, broadcast in May and June 1963, among many others.
^170	  An RSL is a short-term licence (typically lasting for one month) issued by the regulating body OfCom to radio or television stations to serve a local community or a special event.
^171	  There had been an all-female community oriented RSL station called Fem FM on air in Bristol from 8th to the 15th March 1992.
^172	  This was far larger than conventional radio studios, and so project staff had to minimise the echo that dominated the acoustics of the studio.
^173	  This is illustrated by the following suggestion, quoted from a response to an OfCom consultation about the licensing of community radio by Radio Dialect, a Bristol-based community Internet radio station, in 2004:There is no viable open-source software solution for radio automation and running order scripting. OfCom could fund the development of such software, which would then be available for use by the community radio operators by virtue of an open-source licence. Doing so would give the advantage of being able to specify features which might be particular to community operators’ need, such as allowing potentially large numbers of volunteers to access relevant parts of the running order in a secure way, and to automatically generate a public-facing web archive of the show…Currently the creation of these archives takes us more time than putting together and broadcasting the actual shows (Dialect 2004).
^174	  The station did not shy away from topical areas of debate – in November 2004 the station broadcast an hour-long discussion programme called ‘The New American Empire’. In the programme producer Tony Gosling discussed with several guests controversial aspects of the military invasion of Iraq and Britain’s involvement in it, as well as the situation in the Middle East and events around 9/11. The quality of the discussion was such that the programme won the Community Media Association’s ‘Free Speech Award’ in the following year.   
^175	  It is worth noting that a precedent for this kind of radio can be located in the hugely popular BBC series Scrapbooks, which ran between 1933 and 1974, and which combined entertainment, nostalgia and social history. Each programme dealt with a year in history, and combined scripted narration with popular song, BBC archive recordings and the eyewitness recollection of events from actual participants. Where the events concerned were too distant in time to be recollected in person or through the use of archive, actuality was ‘reconstructed’. For example, in 1935 Leslie Bailey, the creator of Scrapbooks took advantage of Marconi’s visit to London to record him reading from a prepared script which relayed the details of the famous transatlantic wireless transmission from Poldhu, Cornwall to St. John’s, Newfoundland, in 1901. Bailey later noted; “the interpretation of much history would be shaken to its roots…if we could hear its voices….in radio we have more than ghosts; we have voices, deathless links with the beginning of this century and beyond…” (Bailey 1966: 9, 55). The arrival of the tape recorder gave a fresh impetus and new direction to the series, which had always been carefully scripted. Bailey commented about one respondent who told him the story of tragic Beal na mBlath;I swear that no script-writer on earth could have spun the words like the old soldier, and because he could talk ad lib at his own hearth instead of being dragged over to London to a frightening BBC studio he gave a remarkable idiomatic account of a piece of history (Bailey 1966).
^176	  See http://www.b200fm.com/.
^177	  From the Chair’s Report of the BCfm Ltd. AGM on 20th November 2008: “BCfm Ltd. needs to learn the lessons from previous partnership working with the British Empire and Commonwealth Museum, whose change of priorities and move to London was a lost opportunity to develop some exciting projects and the production of audio for teaching, research and archive purposes.”  
^178	  Hooper-Grenhill has argued that “visual culture within the museum is a technology of power” which can be used to further democratic possibilities, but also to uphold exclusionary values (Hooper-Greenhill 2000: 162).
^179	  Such interest in and collaboration with Commonwealth FM led to a number of commercial uses of the studio. For example, when the BBC established their Norman Beaton Fellowship  - a fellowship named after a Guyanese actor, which aims to broaden the range of actors available to Radio Drama producers across the UK by encouraging applicants from non-traditional training backgrounds - they held the auditions at Commonwealth FM. It wasn’t just the BBC that sought to learn from the model of radio initiated at Commonwealth FM. The station manager of Independent Local Radio station Star 107.2 FM also participated in the project, despite the fact that Star FM is a music-only station. In considering the reason for this interest, we should first reassess any assumptions we might have that a community radio station operates on a smaller scale than a commercial station. The staff of Star FM at the time featured three presenters, the station manager and about five people working on marketing, whereas there were over 200 people involved in the first RSL produced by Commonwealth FM, which broadcast 24 hours a day for three weeks in 5 different languages (Chinese, Somali, Arabic, Punjabi, Bengali and English). 
^180	  The year-round expense involved in operating a studio perhaps led to the museum viewing Commonwealth FM from a different perspective in the subsequent years, as something of a ‘white elephant’. Whereas the station had formerly been sustained as an integral, visible and self-sustaining component of the educative work of the museum, the studio was now increasingly being hired out to different organisations. Suddenly station staff had to compete for studio time and space with partner organisations, rather than having the studio available as a training centre, which was the purpose it was built for. At other times the studio was left unused, which led museum staff to view it as a liability, as a part of the gallery that wasn’t making money (Gibbons and Romaine 2008).
^181	  This illustrates one of the difficulties that community and alternative media advocates are often faced with: (negotiation with) the “private hunting grounds of administrative domains” (Mattelart and Piemme 1984: 220). Mattelart and Piemme have argued that one of the undeniable effects of new technologies has been to reshuffle these compartmentalizations, “to the extent that no overall policy of communication can be envisaged today without proceeding from a decompartmentalization of the various state departments” (ibid.). Furthermore, they argue that those movements fighting for alternative forms of media or communication must themselves undergo a process of decompartmentalization. Therefore unions should destroy the barriers between certain professional sectors on the one hand, and between struggles in manufacturing and in everyday life on the other (Mattelart and Piemme, ibid.) By the terms of this logic, it is significant that community radio activists are increasingly concerned with how radio practitioners can become community development workers and vice-versa, as there is too much compartmentalization between the two related movements.
^182	  Similarly, recordings of the Fisheries Broadcast (see Chapter 4) are preserved in the Folklore and Language Archive at Memorial University (MUNFLA) as oral history, as even the prosaic events of the fisheries communities today are tomorrow’s history.
^183	  During the 1970s and 1980s there was a high degree of crossover between community arts and community media advocacy and activism. Many of those who campaigned for community radio were also or became involved in community publishing (through organizations such as the Federation of Worker Writers and Community Publishers) or oral history ventures such as Centerprise. During the early 1980s, for example, a ‘tape collective’ was set up in Lewisham, South London – a group of people who recorded oral histories on cassette for circulation - and out of this creative enterprise a community radio station was born (McTernan 2009). Convergence with community history activism would therefore represent for community radio a return to its roots, as well as a fruitful way forward.
^184	  In her recent study of community radio in Ireland (Day 2009: 76-78), Day discusses some of the issues surrounding the employment of paid, professional, community development workers in community radio stations in Ireland. The Community Employment Scheme has supplied many of these community development workers, who are taken off the live register for the unemployed and required to work for 20 hours a week on schemes deemed to be of benefit to the community. As Day notes, there are many benefits to this – community development workers have expertise in sourcing and applying for funding, and they have an understanding that the project of community broadcasting is a process that needs to develop gradually, and which may not have easily quantifiable indicators or outcomes. One possible negative aspect of the employment of community development workers is that, although they work with volunteers and in open and accountable ways, “their agendas are more definitively set by outside – usually state – agencies” (Day 2009: 77). Paradoxically, many community groups that enter partnership arrangements with state bodies thus often risk being ‘co-opted on the state’s terms’, or at least marginalized due to the compartmentalization of state departments. Nevertheless, the sector recently (April 2009) received some good news in these recessionary times – seven community radio stations have been awarded core funding from the Community Services Programme (of the Department of Community, Rural, and Gaeltacht affairs), which provides for a manager plus three (full-time equivalent) staff. The Programme aims to alleviate disadvantage by funding not-for-profit community organisations that provide local employment and a practical service to certain disadvantaged members of the community. Such a success story reinforces the argument that community radio stations should see and define themselves (and thus be seen and funded) as community development organisations and not just radio stations.
^185	  In discussing the relationship between local documentary initiatives in film and radio, we can note the recent loss of John Gray, a passionate advocate of the use of actuality in radio broadcasting, whose career spanned the GPO Film Unit, BBC radio and television, and involvement in community broadcasting in Scotland (see Lewis 2006).
^186	  Connecting Histories has been involved with an oral history project run by the Afro-Caribbean Millennium Centre, which operates the Franz Fanon Research Unit and the Birmingham community radio station New Style. As part of the Three Continents One History Project, a regular oral history and discussion series was broadcast on New Style, with episodes including From Sun Up till Sun Down; Life on the Plantation and A Bird’s Eye View of the Caribbean; Art, Folklore and Music commemorating the two hundredth anniversary of the abolition of the slave trade. The intention, again like Commonwealth FM, was to throw light on shared histories and legacies - in this case to “re-stitch the threads which have connected Birmingham with global patterns of trade, criss-crossing three continents” - creating a suitable archive for educational and community purposes in the process. In addition, New Style recently completed a unique broadcasting project funded by the Heritage Lottery Fund, called Timeline, which featured the oral histories of Caribbean people in Birmingham from the 1950s until the present day. See http://www.acmccentre.com/nsroralhistoryproject.shtml
^187	  This represents the New Labour solution to economic self-sufficiency and the management of social deviancy. Community-oriented initiatives aim to get people “to pull together in blighted communities around an agenda prescribed by the government, often with a strong dose of commentary on the virtues of community and moral obligation” (Ash, Massey et al. 2000).
^188	  Current practitioners within a community radio sector that is “hobbled by poverty”, to quote the author of the official report on the initial pilot project (Everitt, quoted in Buckley 2009), often lack the time and expertise necessary to successfully apply for grant funding from programmes offered by a variety Government Departments, and here the Community Media Association proves invaluable in offering information, advice and support. Paradoxically, stations must provide plenty of evidence of how they have achieved social gain whilst simultaneously portraying their communities as vulnerable and weak, needing to be nurtured, supported, and ‘developed’. It must be remembered that community radio cannot create communities where none exist (Lewis and Booth 1989: 187). Like community development, community radio is often expected to bring communities into being, or to work miracles by giving communities the ‘kiss of life’: Indeed, communities are often latent and it is hard work to materialize them, to make them manifest. Communities nowadays are sleeping beauties that need a kiss to be awakened (Van Der Veen 2003: 581).
^189	  In most cases, after the caller has been ‘screened’ as permissible, the host allows the caller to put their point across and begin a discussion. The enables the host to give the impression of relinquishing control of the conversational agenda; yet the host can exploit the privilege of ‘first reply’ in establishing a critical discourse and quickly recover any lost momentum. Hierarchy established through ‘turn-taking’ is reinforced by technology; specifically, by differentials in the electro-acoustic characteristics of studio/telephonic sound:The unequal partnership of the ‘talk show’ is evident from the voices alone, where the host, close to the mike and in full control of who speaks for how long, is in ‘conversation’ with a telephone voice (a boosted low-level signal with restricted bandwidth). Because the two signals are unequal (the host’s being the dominant one), compression techniques ensure that the higher one can always cancel the weaker. The usual turn-taking of normal conversation is distorted; the ‘two-way flow’ of this form of radio turns out to have powerful one-way gates! (Truax 2001: 43)
^190	  Thus in the nineteenth-century the movement of people and goods and the movement of information were seen as essentially identical processes, and were both described by the common noun ‘communication’ (Carey 1988: 5).
^191	  For example, an Innisian perspective might focus on the way in which the operation of community media organisations according to principles of self-management can be said to highlight the way in which communication and organisation may produce each other. For example, the sharing of rituals can be said to enact organizational culture as it operates from the residual of past communication practices (Clegg, Hardy et al. 1999). In terms of the orality and literacy issues, experienced community radio practitioners should foster dialogue by sharing their institutional memory with volunteers who are not prepared to read lengthy station manuals (Wallace 2008). An Innisian perspective may shed light on the way in which the production of participatory community radio content by volunteers is a process that can support, promote and reproduce a participatory, volunteer-driven organisational and ownership structure, and vice-versa.
^192	  The slender collection of material from these Marxist theorists pertaining to radio, along with Lorenzo Milam’s anarchic community radio manual “Sex and Broadcasting” (1974) and the Challenge for Change journal Access, were at least the key, if not the only, texts which community radio practitioners could use to educate themselves in the ‘organisational philosophy’ of running of a non-profit, non-commercial station during the 1960s and 1970s (Davis 1975). Enzensberger’s socialist theory of the media inspired Tetsuo Kogawa (who translated some of his work) and other micro-radio pioneers, before the growth of the current ‘Low Power FM’ advocacy movement. Despite recent work on the anti-capitalist ‘creative commons’ of the Internet and new media there is arguably still a relative lack of academic material on the egalitarian and reciprocal character of community radio.
^193	  This ‘paternalist’ tendency, some have argued, is probably impossible to fully obviate, even in community development:However much the rhetoric changes to participation, participatory research, community involvement and the like, at the end of the day there is still an outsider seeking to change things…who the outsider is may change but the relation is the same. A stronger person wants to change things for a person who is weaker. From this paternal trap there is no complete escape (Chambers 1983: 141).
^194	  Community media possesses many of the characteristics of so-called ‘new media’ – it relies on community affiliations and the circulation of communication through volunteer effort (Rennie 2007a), and presents a platform for ‘the presentation of self in everyday life’ (Goffman 1969). Community media is, however, very different from user-generated content and social networking media, even though it is fuelled by similar factors. Community media organisations not only provide the means for the production and distribution of this content; they also allow for participation in the running and management of the organisation itself. In doing so they are socially responsible in that they not only attempt to cater for, but also seek to incorporate the participation of, groups not otherwise adequately represented.
^195	  In a review in the Spectator of a Radio 4 programme entitled The Rise of the Common Voice, Michael Vestey offered a defence of the early BBC’s lack of ‘lay voices’:For the fledgling radio service to survive, it needed to convince the governments of the time that broadcasting was necessary. Many powerful people couldn’t see the point of it or saw it as a threat. When so-called ordinary people did begin appearing they were interviewed in private, their words were scripted and they then read their scripts in the studio. Although this practice continued through the Fifties I suspect it was more to do with a fear that people who weren’t used to talking in public would make poor radio (Vestey 1997).This explanation highlights the ideological nature of the BBC’s inculcation of broadcasting as a ‘public function’ incompatible with convivial speech. The BBC thus naturalized a partial and biased approach to the language domain of radio. The BBC’s audience was not permitted to determine what constituted ‘poor radio’ in the first instance – Reith’s model of public service broadcasting vehemently rejected the prioritisation of populist fare. Vestey is, however, right to acknowledge the pressure that the BBC was under to persuade the British ruling elite of the benefits of broadcasting. As Lemahieu has observed,Sanctioned by government and supported by influential elements within the entertainment industry, the BBC embodied a paternalistic ideal of public service which promised to restore power to the cultivated elites who, Reith maintained, would gladly broadcast their talent and wisdom to a grateful nation. In the 1920s, broadcast technology remained in its infancy, replete with the problems and annoyances which other mass media experienced in their early years. To attain a position of cultural importance in a society shaped by the complicated crosscurrents of traditional and social class, the BBC needed to transform wireless into a respectable medium of cultural exchange (LeMahieu 1988: 179).
^196	  This can be regarded as pertaining to an ‘eavesdropping’ model of radio, which retains fidelity to the particularities of oral speech, but which may be regarded as ethically problematic. We discussed the idea of an ‘eavesdropping’ model of radio in Chapter 2.1.
^197	  Imbert Orchard, “Report on the Living Memory Project”, unpublished CBC report, December 1962, Imbert Orchard Papers, Provincial Archives of British Columbia. See (Duffy and Mitchell 1979: 79).
